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Abstract	
This	thesis	investigates	how	images	become	present	through	movement	and	bodily	performance.	Inspiring	this	investigation	are	the	contemporary	practices	of	viewers	engaging	with	still	and	moving	images	of	people	on	their	handheld	screen	devices.	These	practices	are	not	only	central	to	contemporary	visuality,	they	also	provide	a	focus	for	two	wider	themes	relating	to	images	of	people:	first,	the	dynamic	tension	between	image	control	and	circulation;	and	second,	the	mutual	contestation	of	the	physical	and	the	virtual.			To	explore	the	struggle	between	image	control	and	circulation,	this	thesis	compares	the	dissemination	of	the	twenty-first-century	digital	image	with	two	historical	instances	of	the	handheld	image:	the	sixteenth-century	portrait	miniature	and	the	nineteenth-century	carte	de	visite	photographic	portrait.	While	the	physical	control	of	the	portrait	miniature	was	paramount,	the	carte	de	visite,	as	the	first	form	of	mass-produced	photograph,	betrays	the	social	benefits	and	perils	of	the	shift	from	control	to	circulation.	These	historical	forms	are	augmented	through	a	consideration	of	contemporary	moving-image	portraiture	that	reveals	the	portrait	as	an	interface	for	the	interrelated	demands	and	desires	of	artists,	portrait	subjects,	and	viewers.		Having	tracked	handheld	images	through	the	sixteenth-century	bedchamber	and	the	nineteenth-century	parlour,	this	thesis	then	follows	handheld	devices	into	the	twenty-first-century	bed	to	witness	the	contest	between	the	somatic	and	the	virtual:	between	the	vulnerable,	fatigued	body	and	the	seductions	of	online	screen	engagement.			This	thesis	challenges	the	view	that	an	image	becomes	more	powerful	through	unfettered	circulation.	Rather	it	proposes	that	the	potency	of	an	image	is	powered	by	the	contestation	of	meaning	and	memory,	through	the	struggle	between	circulation	and	control.	It	is	through	these	moments	of	struggle,	and	the	unstable	fluctuations	between	the	actual	and	the	virtual,	that	the	image	becomes	present.		
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Introduction		
This	written	dissertation	and	my	related	artworks	form	a	joint	project:	to	map	journeys	through	the	territory	of	visuality	and	the	human	body.	Inspiring	these	journeys	are	the	contemporary	practices	of	viewers	engaging	with	still	and	moving	images	of	people	on	their	handheld	screen	devices.	These	practices	are	not	only	central	to	contemporary	visuality,	they	also	provide	a	focus	for	two	wider	themes	relating	to	images	of	people:	first,	the	mutual	contestation	of	the	physical	and	the	virtual;	and	second,	the	dynamic	tension	between	image	control	and	circulation.	These	themes	are	understood	through	a	methodology	that	analyses	cultural	symbols	and	seeks	out	the	patterns	of	social	codes	while	allowing	space	for	the	practices	of	the	subject	and	the	presence	of	the	body	to	exceed	these	codes.		This	thesis	contextualises	contemporary	screen-based	looking	through	a	consideration	of	visual	art	and	through	historical	instances	of	the	handheld	image.	In	the	contemporary	world	of	screen-reliant	looking,	gazes	proliferate.	As	visual	art	has	long	engaged	with	tangled	ocular	practices,	this	thesis	investigates	intersubjective,	screen-based	looking	through	the	genre	of	moving	image	portraiture	and	also	through	the	performances	of	my	artwork	Looking	(2015).	To	understand	the	contestation	of	bodily	co-presence	through	the	use	of	screen	devices,	this	thesis	explores	the	bedtime	use	of	these	devices	with	works	of	visual	art	that	portray	the	experiences	of	sleep	in	relation	to	online	screen	engagement.	My	related	screen	installation	work	Screening	Bedtime	(2018)	employs	thermal	imagery	of	performance	to	render	this	contestation	of	bodily	presence.		The	terrain	of	screen-reliant	looking	is	often	shrouded	in	the	mists	of	technological	novelty.	This	thesis	takes	up	two	historical	vantage	points	to	assay	the	field	from	above	these	clouds:	the	photographic	carte	de	visite	and	the	painted	portrait	miniature;	with	my	artwork	Little	Pictures	(2015)	placing	a	particular	sixteenth-century	story	of	portrait	miniatures	in	a	twenty-first-century	screen-based	context.			This	introduction	proceeds	by	first	describing	the	two	key	themes	of	this	thesis:	physical/virtual	and	control/circulation.	These	themes	focus	on	handheld	screen-
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image	practices,	providing	the	context	for	a	survey	of	scholarship	on	these	practices.	This	survey	leads	to	a	discussion	of	the	methodology,	academic	disciplines,	and	the	theoretical	resources	used	in	this	thesis.	Following	a	consideration	of	moving	image	installation	as	the	artform	that	encompasses	my	three	thesis	artworks,	this	Introduction	concludes	by	outlining	the	thesis	model	I	am	employing	to	integrate	these	artworks	and	my	scholarly	research,	within	the	field	of	visual	studies.		This	project	is	structured	around	the	thesis-by-publication	model.	Two	of	the	chapters	have	been	published	in	scholarly	journals	and	a	third	is	in	review.	This	structure	is	described	later	in	the	Introduction	in	the	outline	of	the	thesis	chapters.		
Physical/Virtual	and	Control/Circulation	Cradled,	pocketed,	bagged,	worn,	and	mounted	on	car	windscreens	and	bicycle	handlebars,	smartphones	are	now	accompanying	their	users	into	almost	every	possible	social	and	physical	situation,	only	balking	at	the	thresholds	of	the	shower	and	the	operating	theatre.	Along	with	tablet	computers	they	easily	slide	in-between	the	sheets	of	a	shared	bed,	contesting	the	physical	presence	of	a	bed	partner.	The	insinuation	of	these	screen	devices	into	our	most	intimate	times	and	spaces	is	provoking	anxieties	similar	to	those	experienced	with	the	arrival	of	the	telephone,	radio,	and	television	in	the	home.	Although	each	of	these	technologies	was	successfully	domesticated,	the	incorporation	in	one	device	of	communications	and	camera	technology,	together	with	access	to	image-saturated	content,	gaming,	and	social-networking	platforms,	has	reignited	fears	of	the	technological	disruption	of	face-to-face	social	rituals,	of	the	physical	being	overwhelmed	by	the	virtual.1		
                                       
1	The	opposition	posed	between	the	physical	and	virtual	comes	with	the	caveat	that	the	virtual	has	its	own	materiality.	Here	I	am	following	Anne	Friedberg’s	explication	of	the	virtual,	which	she	bases	on	the	etymology	given	in	the	Oxford	English	Dictionary:	“the	term	‘virtual’	serves	to	distinguish	between	any	representation	or	appearance	(whether	optically,	technologically,	or	artisanally	produced)	that	appears	‘functionally	or	effectively	but	not	formally’	[emphasis	in	original]	of	the	same	materiality	as	what	it	represents.	Virtual	images	have	a	materiality	and	a	reality	but	of	a	different	kind,	a	second-order	materiality,	liminally	immaterial.	The	terms	‘original’	and	‘copy’	will	not	apply	here,	because	the	virtuality	of	the	image	does	not	imply	direct	mimesis,	but	a	transfer—more	like	metaphor—from	one	place	of	meaning	and	appearance	to	another.”	Anne	Friedberg,	The	Virtual	Window:	From	Alberti	to	
Microsoft	(Cambridge,	MA:	MIT	Press,	2006),	11.		
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The	status	of	networked,	screen-mediated	sociality	remains	ambiguous.	For	instance,	social	psychologist	Kenneth	Gergen	uses	the	term	“absent	presence”	to	emphasise	the	erosion	of	physical	presence	through	engagement	with	a	screen-mediated	elsewhere,	assuming	physical	co-presence	to	be	the	primary	space	of	social	interaction.2	By	contrast,	Sarah	Kember	and	Joanna	Zylinska,	in	their	book	Life	after	
New	Media:	Mediation	as	Vital	Process	(2012),	propose	an	abandonment	of	this	hierarchy,	instead	preferring	the	ontological	term	“being-as-mediated.”3	Many	studies	of	groups	that	are	active	in	both	the	offline	and	online	worlds	also	document	a	non-hierarchical	coexistence	of	the	physical	and	virtual.	For	example,	Adam	Geczy	in	his	study	of	the	cosplay	(costume	play)	subculture,	observes	the	way	that	“digital	tinkering,	virtual	acts	of	DIY,	overlap	with	the	physical,	craftsmanly	acts	of	DIY.”4	This	overlap	of	the	physical	and	virtual	is	being	temporally	compressed	through	the	integration	into	smartphones	of	image	processing	software	and	internet	access:	during	a	cosplay	meetup,	images	can	be	filtered,	cropped,	and	distributed	online	only	seconds	after	their	capture,	so	that	image	production	and	circulation	become	integral	to	the	event.	Prior	to	the	adoption	of	the	smartphone	in	the	West,	Mizuko	Ito	described	this	phenomenon	as	“augmented	co-presence”	when	she	observed	the	way	young	mobile	phone	users	in	Tokyo	incorporated	their	phone	use	into	face-to-face	meetings.5		As	an	image	circulates	amongst	the	members	of	an	online	interest	group,	its	effects	and	meanings	have	the	potential	to	multiply	exponentially	through	views,	likes,	tags,	and	comments,	with	enhanced	status	accruing	to	the	creator	and/or	subject	of	the	image.	However,	this	image	can	also	be	appropriated	by	someone	outside	the	group	and	placed	in	an	offensive,	even	defamatory,	new	context.	This	tension	between	circulation	and	control,	together	with	that	between	the	physical	and	the	virtual,	is	given	a	specific	focus	through	the	constant	proximity	of	handheld	screen	devices.	For	
                                       
2	Kenneth	J.	Gergen,	“The	Challenge	of	Absent	Presence,”	in	Perpetual	Contact:	Mobile	Communications,	
Private	Talk,	Public	Performance,	ed.	James	E.	Katz	and	Mark	Aakhus	(Cambridge:	Cambridge	University	Press,	2002),	227.	3	Sarah	J.	Kember	and	Joanna	Zylinska,	Life	after	New	Media:	Mediation	as	Vital	Process	(Cambridge,	MA:	MIT	Press,	2012),	40.	4	Adam	Geczy,	“The	Psychology	of	Cosplay,”	The	Journal	of	Asia-Pacific	Pop	Culture	1,	no.	1	(2016):	29.	5	Mizuko	Ito,	“Mobiles	and	the	Appropriation	of	Space,”	Receiver	8	(2003):	unpaginated,	http://www.academia.edu/2717464/Mobiles_and_the_appropriation_of_place/.	
Stephen	Burstow	 	 	 The	Handheld	Image	 4	
instance,	with	regard	to	physical	co-presence,	scholars	have	noted	the	ways	in	which	this	proximity	can	intensify	both	exclusion	and	inclusion:	while	some	media	scholars	have	focussed	on	the	use	of	smartphones	to	screen	out	co-present	others,	digital	ethnographers	who	study	co-located	image	sharing	emphasise	the	way	image-based	face-to-face	storytelling	is	given	added	force	and	intimacy	through	the	tactile	navigation	of	a	screen	cradled	in	the	hand.6	Manipulating	images	displayed	on	a	screen	held	in	the	hand	can	also	enhance	a	sense	of	control	over	those	images	even	as	the	technologies	underlying	their	networked	circulation	are	opaque	to	the	user.	These	everyday	contemporary	practices	provide	the	basis	for	the	wider	investigation	of	the	physical/virtual	and	control/circulation,	in	particular	through	the	examination	of	historical	instances	of	the	handheld	image,	the	carte	de	visite	and	the	portrait	miniature.		
Approaches	to	Networked	Domestic	Screen	Practices	The	following	survey	summarises	key	scholarship	and	critiques	relating	to	networked	vernacular	images	and	provides	the	context	for	a	discussion	of	theories	of	presence	and	performance.	This	survey	is	organised	into	six	approaches	or	orientations	that	are	aligned	with	specific	disciplines	and	ideologies	but	with	significant	overlaps.7		1.	Surveillance	and	the	attention	economy:	in	the	wider	public	domain,	surveillance	of	users’	internet-related	activities	has	mostly	focused	on	the	retention	of	metadata	by	state	authorities	and	the	harvesting	and	exploitation	of	personal	data	by	social	
                                       
6	For	physical	exclusion	see	Mikko	Villi	and	Matteo	Stocchetti,	“Visual	Mobile	Communication,	Mediated	Presence	and	the	Politics	of	Space,”	Visual	Studies	26,	no.	2	(2011).	For	the	tactility	of	screen-based	image	sharing	see	Sarah	Pink	et	al.,	“Tactile	Digital	Ethnography:	Researching	Mobile	Media	through	the	Hand,”	Mobile	Media	and	Communication	4,	no.	2	(2016).	7	As	gender	is	not	an	explicit	theme	in	this	dissertation,	feminist	and	queer	theories	of	visuality	are	not	discussed	in	this	overview.	However,	feminist	theorising	about	the	visual	field	has	been	important	to	my	research	in	three	ways.	First,	the	feminist	reinterpretations	of	Marxism,	semiotics	and	performance	theory	have	informed	the	challenges	to	the	formalist,	modernist	understanding	of	visuality.	Second,	feminism	and	visual	culture	studies	share	the	project	of	dissolving	the	boundaries	between	high	art	and	the	visual	images	of	popular	culture.	Third,	several	feminist	theorists	have	done	pioneering	work	on	embodiment	and	visuality,	in	particular	Vivian	Sobchack.	In	this	field	I	have	relied	on	Amelia	Jones’s	anthology:	The	Feminism	and	Visual	Culture	Reader,	1st	ed.,	ed.	Amelia	Jones	(London;	New	York:	Routledge,	2003)	and	Vivian	Sobchack,	Carnal	Thoughts	:	Embodiment	and	
Moving	Image	Culture		(Berkeley:	University	of	California	Press,	2004).	
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media	companies	and	other	commercial	enterprises.	However,	with	the	widening	application	of	facial	recognition	technology,	users’	online	images	of	themselves	and	others	are	just	as	vulnerable	to	this	kind	of	appropriation.	Accompanying	this	top-down	surveillance	is	the	mutual	monitoring,	and	even	self-monitoring,	that	users	conduct	through	tracking	each	other’s	visual	performances	on	platforms	such	as	Facebook	or	Instagram.				Michel	Foucault’s	work	Discipline	and	Punish:	The	Birth	of	the	Prison	(1977)	is	a	foundational	work	in	this	understanding	of	the	surveillance	of	networked	data	flows.	Extended	to	the	internet,	Foucault’s	theories	have	helped	explain	the	way	online	platforms	not	only	constrain	certain	types	of	behaviours	and	exchanges	but	also	enable	others,	while	facilitating	a	regime	of	self-surveillance.8	This	self-surveillance	extends	to	the	management	of	what	sociologist	Gavin	Smith	describes	as	the	subject’s	“data-proxy,”	a	synthesis	of	all	the	data	“exhaust”	being	spewed	out	by	the	subject’s	online	activities.9	Although	Smith	observes	that	“managing	a	virtual	presence	is	analogous	to	a	work	relation,	demanding	diligence	and	investment,”10	some	neo-Marxist	scholars	have	extrapolated	this	analysis,	arguing	that	all	online	activity	can	be	understood	as	(mostly	unpaid)	labour	in	the	attention	economy:		 We	must	confront	the	fact	that	increasingly,	every	ad	we	see,	every	page	we	browse,	every	email	we	send,	every	word	we	say,	every	thought	we	think	and	every	dream	we	have	is	part	of	the	production	and	reproduction	of	capitalist	society—sensuous	labour	2.0.11		2.	Spectacle	and	“enscreenment”:	the	proliferation	of	screens	across	public	and	private	spaces	has	been	interpreted	by	many	scholars	as	imposing	a	hegemonic	visual	regime.	For	visual	design	academic	Michael	Garbutt	this	regime	produces	
                                       
8For	example,	see	Irma	van	der	Pleog,	“The	Body	as	Data	in	the	Age	of	Information,”	in	Routledge	
Handbook	of	Surveillance	Studies,	ed.	K.	Ball,	K.	D.	Haggerty,	and	D.	Lyon	(Abingdon,	Oxon:	Routledge,	2012),	177.	9	Gavin	J.D.	Smith,	“Surveillance,	Data	and	Embodiement:	On	the	Work	of	Being	Watched,”	Body	and	
Society	22,	no.	2	(2016):	108.	10	Ibid.	11	Jonathan	Beller,	“Wagers	within	the	Image:	Rise	of	Visuality,	Transformation	of	Labour,	Aesthetic	Regimes,”	Culture	Machine	13	(2012):	14.	
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“‘enscreenment’	i.e.	the	pervasive	and	homogenizing	gaze	patterns	constructed	by	ubiquitous	digital	media.”12	This	critique,	while	closely	allied	to	the	dystopian	neo-Marxist	vision	quoted	earlier,	in	particular	emphasises	the	passivity	of	the	urban	spectator.	A	key	influence	here	is	Guy	Debord’s	The	Society	of	the	Spectacle	(1967),	a	work	that	cultural	historian	Martin	Jay	places	in	a	tradition	of	twentieth-century	French	anti-ocular	thought	that	critiques	both	the	disembodied	hegemony	of	the	Cartesian	gaze	and	what	Jean-Paul	Sartre	described	as	the	“inhuman	gaze”	of	mutual	objectification.13	For	Debord,	the	world	of	the	modern	spectacle	is	one	of	estrangement	and	commodity	fetishism,	where	sight	is	privileged	over	touch.	In	this	world	the	“active	man”	is	disempowered	as	“his	own	gestures	are	no	longer	his	but	those	of	another	who	represents	them	to	him.	This	is	why	the	spectator	feels	at	home	nowhere,	because	the	spectacle	is	everywhere.”14	Now	fifty	years	after	Debord’s	seminal	work,	scholars	building	on	this	Situationist	legacy	have	not	been	persuaded	that	the	screen-based	interactivity	of	social	media	platforms	and	multiplayer	online	gaming	has	transformed	the	alienation	and	passivity	of	the	spectator.	For	McKenzie	Wark	these	interactions	can	never	represent	genuine	dialogue:		 Where	once	the	spectacle	entertained	us,	now	we	must	entertain	each	other,	while	the	vulture	industries	collect	the	rent.	The	disintegrating	spectacle	replaces	the	monologue	of	appearances	with	the	appearance	of	dialogue.	Spectators	are	now	obliged	to	make	images	and	stories	for	each	other	that	do	not	unite	those	spectators	in	anything	other	than	their	separateness.15		Although	the	Situationists	in	the	1950s	proposed	techniques	of	resistance	to	the	spectacle	such	as	détournement,	a	satirical	strategy	that	inspired	the	culture	jamming	of	the	1990s,	Wark	denies	any	possibility	of	critique	or	subversion	of	screen-based	
                                       
12	Michael	Garbutt,	“Hokusai’s	Boy:	Technology,	Tactics	and	Everyday	Enscreenment,”	in	Building	
Minds,	Forging	Bridges:	Teaching	in	a	Visually	Littered	World,	ed.	Vaughan	Rees	and	Arrianne	Rourke	(Champaign,	IL:	Common	Ground	Publishing	LLC,	2013),	130.	13	Martin	Jay,	Downcast	Eyes:The	Denigration	of	Vision	in	Twentieth-Century	French	Thought	(Berkeley:	University	of	California	Press,	1993),	81,	276.	14	Guy	Debord,	The	Society	of	the	Spectacle	(Detroit:	Black	and	Red,	1977),	30.	15	McKenzie	Wark,	The	Spectacle	of	Disintegration	(London:	Verso	Books,	2013),	4.	
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activity	from	within	online	platforms.16	This	position	approaches	the	hopeless	imprisonment	described	by	Jean	Baudrillard,	where	the	integration	of	subjects	as	actors	in	the	spectacle	confirms	the	enveloping	of	the	spectacle	by	the	“virtual	perfection”	of	the	simulacrum:	“virtuality	is	different	from	the	spectacle,	which	still	left	room	for	critical	consciousness	and	demystification….	This	is	the	new	form	of	terror,	by	comparison	with	which	the	horrors	of	alienation	were	very	small	beer.”17		3.	Habitus	and	cultural	symbol:	for	sociologist	Pierre	Bourdieu,	habitus	describes	the	social	formation	of	individual	action.18	Through	his	focus	on	the	regularities	of	habit,	disposition,	and	skill,	Bourdieu	endeavoured	to	show	that	all	behaviour,	no	matter	how	apparently	idiosyncratic,	could	be	explained	through	objective	social	structures.	In	the	1960s	Bourdieu	applied	his	theory	of	cultural	production	to	the	photographic	practices	of	French	families.	He	proposed	that	the	production,	collection,	and	display	of	family	photographs	could	be	understood	not	as	expressions	of	personal	taste	but	rather	as	a	means	of	reproducing	class	and	as	“a	ritual	of	the	domestic	cult.”19	Bourdieu	also	resisted	the	idea	of	images	generating	their	own	discourse	through	exchange	and	interpretation,	objecting	to	the	way	in	which	symbolic	interactionists	reduced	“relations	of	power	to	relations	of	communication.”20	Consequently,	although	Bourdieu’s	legacy	continues	through	the	work	of	contemporary	researchers	searching	for	the	underlying	social	codes	in	online	interactions,	these	scholars	have	looked	elsewhere	to	help	explain	the	effects	of	images	in	online	circulation.	In	addition	to	symbolic	interactionism,	which	will	be	considered	in	more	detail	later	in	relation	to	theories	of	performance,	scholars	of	image-based	practices	have	also	been	influenced	by	semiology	and	cultural	materialism.		
                                       
16	“Definitions,”	Situationist	International	Texts	(1958),	http://www.cddc.vt.edu/sionline///si/is1.html/.	17	Jean	Baudrillard,	The	Perfect	Crime,	trans.	Chris	Turner	(London:	Verso,	1996),	27.	18	Pierre	Bourdieu,	The	Logic	of	Practice,	trans.	Richard	Nice	(Stanford,	CA:	Stanford	University	Press,	1990),	53.	19	Bourdieu,	Photography,	a	Middle-Brow	Art,	trans.	Shaun	Whiteside	(Stanford,	CA:	Stanford	University	Press,	1990),	19.	20	Bourdieu,	Language	and	Symbolic	Power,	trans.	Gino	Raymond	and	Matthew	Adamson	(Cambridge:	Polity	Press,	1991),	167.	
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Semiology,	although	positioned	outside	the	explicit	analysis	of	gender	and	class,	also	interprets	images	as	a	means	of	social	communication.	The	semiological	approach	has	been	strongly	influenced	by	Roland	Barthes’	two	essays	from	the	1960s,	“The	Photographic	Message”	and	“Rhetoric	of	the	Image,”	first	published	in	English	in	1977.21	Through	comparing	the	ontology	of	photographs	to	that	of	written	and	spoken	language,	Barthes	proposed	that	photographic	images	have	language-like	symbolic	as	well	as	literal,	indexical	meanings.	He	later	described	the	way	in	which	the	symbolic	meanings	of	photographs	function	within	larger	culturally-determined	“image-repertoires”	that,	for	example,	define	the	performances	and	subjectivities	of	portrait	subjects,	photographers,	and	viewers.22		In	the	same	period	that	Roland	Barthes	was	devoting	unprecedented	attention	to	the	ephemeral	images	of	print	advertising,	Marshall	McLuhan	and	Raymond	Williams	were	investigating	television,	not	simply	as	a	communications	technology	but	through	its	social	and	phenomenal	effects.23	This	was	at	a	time	when	one	of	the	most	influential	sociological	texts	of	the	1960s	and	1970s,	The	Social	Construction	of	
Reality	(1966),	proposed	that	while	“everyday	life	is	organised	around	the	‘here’	of	my	body	and	the	‘now’	of	my	present,”	the	engagement	with	a	television	news	broadcast	“is	a	matter	of	private,	‘leisure-time’	choice	rather	than	an	urgent	matter	of	my	everyday	life.”24	Raymond	Williams,	in	particular,	questioned	this	understanding	of	television	as	a	window	onto	a	distant,	disembodied	world:	not	only	had	the	world	been	domesticated	and	brought	close	to	the	viewer	through	television,	the	temporal	and	spatial	patterns	of	domestic	life	had	been	organised	through	broadcast	schedules	and	the	focal	presence	of	the	television	set	in	the	home.	Williams	eschewed	technological	determinism	by	situating	the	communications	medium	within	a	matrix	of	social	productive	forces,	an	approach	he	shared	with	the	critical	theory	of	the	
                                       
21	Roland	Barthes,	“The	Photographic	Message,”	and	“Rhetoric	of	the	Image,”	in	Image-Music-Text	(New	York:	Hill	and	Wang,	1977).		22	Barthes,	Camera	Lucida:	Reflections	on	Photography,	trans.	Richard	Howard	(London:	Vintage,	2000),	10–11,	13.	23	Marshall	McLuhan,	Understanding	Media:	The	Extensions	of	Man	(London:	Routledge	and	Kegan	Paul,	1964);	Raymond	Williams,	Television:	Technology	and	Cultural	Form	(London:	Fontana,	1974).	24	Peter	L.	Berger	and	Thomas	Luckmann,	The	Social	Construction	of	Reality:	A	Treatise	in	the	Sociology	
of	Knowledge	(Garden	City:	Doubleday,	1966),	36.	
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Frankfurt	School	and	which	he	termed	“cultural	materialism.”25	The	recent	scholarship,	cited	earlier,	on	screen-mediated	interaction,	is	indebted	to	this	approach	in	that	it	gives	equal	weight	to	technology	and	consciousness.		4.	Tactics:	Bourdieu’s	contemporary,	Michel	de	Certeau,	critiqued	Bourdieu’s	theories	in	relation	to	the	lack	of	agency	they	permitted	to	everyday	subjects	in	consumer	societies.	For	de	Certeau,	the	practices	of	these	subjects,	even	in	Bourdieu’s	own	ethnographic	studies,	force	a	gap	between	practice	and	structure	that	habitus	is	unable	to	contain.26	This	gap	opens	up	to	the	vitality	and	poetics	of	everyday	life,	a	domain	where	de	Certeau	examined,	amongst	other	practices,	the	way	users	appropriate	cultural	representations:			 The	presence	and	circulation	of	a	representation	(taught	by	preachers,	educators	and	popularizers	as	the	key	to	socioeconomic	advancement)	tells	us	nothing	about	what	it	is	for	its	users.	We	must	first	analyze	its	manipulation	by	users	who	are	not	its	makers.	Only	then	can	we	gauge	the	difference	or	similarity	between	the	production	of	the	image	and	the	secondary	production	hidden	in	the	process	of	its	utilization.27		In	de	Certeau’s	theory,	the	consumer	has	become	the	“user”	as	consumption	is	understood	as	“secondary	production,”	and	utilising	images	is	an	everyday	activity	along	with	cooking,	walking,	and	dwelling.	Engaging	in	the	small,	controlled	spaces	of	these	practices,	the	user	is	still	able	to	exploit	the	“cross-cuts,	cracks	and	lucky	hits	in	the	framework	of	a	system”	through	actions	that	de	Certeau	calls	“tactics.”28	He	contrasts	these	tactics	with	the	“strategies”	that	are	exercised	by	institutions	and	other	systems	of	control.29			
                                       
25	Raymond	Williams,	“Means	of	Communication	as	Means	of	Production,”	in	Problems	in	Materialism	
and	Culture	(London:	NLB,	1980).		26	Michel	de	Certeau,	The	Practice	of	Everyday	Life,	trans.	Steven		Rendall	(Berkeley:	University	of	California	Press,	1984),	57–58.	27	Ibid.,	xiii.	28	Ibid.,	37–38.	29	Ibid.,	36.	
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Although	the	power	of	the	“preachers,	educators	and	popularizers”	has	become	even	more	pervasive	through	online	platforms,	de	Certeau’s	theory	has	inspired	scholars	in	the	discipline	of	visual	studies	to	ask	how	users	are	able	to	exploit	the	affordances	of	these	platforms	while	contesting	their	constraints.	A	recent	example	is	Richard	MacDonald’s	study	of	the	online	photo	sharing	of	analogue	photographs	taken	in	Salford	in	North	West	England.30	Because	of	the	widespread	redevelopment	of	Salford’s	working-class	neighbourhoods	in	the	postwar	period,	surviving	images	of	this	urban	landscape	have	become	crucial	to	the	Salford	diaspora	seeking	to	remember	their	lives	growing	up	in	the	town.	MacDonald	investigates	four	domains,	moving	between	macro	and	micro	perspectives:	the	social	media	platform,	the	online	social	group,	the	individual	participant,	and	the	image.	Through	this	structure	he	is	able	to	demonstrate	the	constraints	or	strategies	of	the	Facebook	platform	while	outlining	the	tactics	used	by	the	Salford-related	user	groups	to	maximise	the	platform’s	utility	for	their	own	purposes.	This	multi-perspectival	approach	is	a	productive	way	of	responding	to	the	dissonance	of	networked	engagement	that	media	studies	author	Grant	Bollmer	identifies	in	“users	feeling	both	empowered	and	irrelevant	in	the	face	of	networked	connection.”31		5.	Aesthetics:	in	Helen	Grace’s	study	of	camera-phone	use	in	Hong	Kong,	she	reports	her	research	subjects	experiencing	a	state	of	mouh	liuh:	bored,	with	nothing	better	to	do,	they	wander	the	urban	landscape,	taking	photos	that	may	never	be	shown	or	distributed.32	She	identifies	in	the	making	of	these	inconsequential	images	an	aesthetic	intelligence,	particularly	as	there	is	no	immediate	intention	to	show	these	images	to	friends	online.	However,	Grace	goes	beyond	the	analysis	of	these	apparently	purposeless	photographs	to	consider	the	aesthetic	dimension	of	images	that	were	produced	with	a	clear	communicative	purpose.	She	finds	that	in	their	post-production	of	these	images,	for	example	through	the	addition	of	icons,	stickers,	and	dialogue,	her	subjects	were	making	aesthetic	choices	that	could	not	be	confined	to	notions	of	personalisation.	
                                       
30	Richard	Lowell	MacDonald,	“‘Going	Back	in	a	Heartbeat’:	Collective	Memory	and	the	Online	Circulation	of	Family	Photographs,”	Photographies	8,	no.	1	(2015).	31	Grant	Bollmer,	Inhuman	Networks	(New	York:	Bloomsbury	Academic	and	Professional,	2016),	20.	32	Helen	Grace,	Culture,	Aesthetics	and	Affect	in	Ubiquitous	Media:	The	Prosaic	Image	(New	York:	Routledge,	2014),	190.	
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	The	claim	that	everyone	is	an	artist	is	familiar	from	the	1960s	onwards	through	Joseph	Beuys’s	many	statements	on	the	subject.	However,	for	Beuys	the	complete	democratisation	of	art	practice	was	a	social	and	existential	imperative	rather	than	a	fully	realised	state.33	By	contrast,	the	ubiquity	of	an	aesthetic	dimension	in	everyday	image	making,	proposed	by	Helen	Grace	and	other	scholars,	is	based	on	observation	of	contemporary	practices.	For	example,	art	theorist	Boris	Groys	implicates	the	internet	in	further	diminishing	the	distinction	between	the	professional	artist	and	the	amateur	maker	of	images	and	texts:	“In	our	times	almost	everyone	takes	photographs,	makes	videos,	write	texts,	documents	their	activities—and	then	puts	the	documentation	on	the	Internet.”34	Apart	from	this	sharing	of	activities	and	platforms,	Groys	argues	that	the	understanding	of	artistic	practice	as	“individual	and	personal”	is	also	shared	by	professional	and	amateur	alike.35		6.	Affect:	two	approaches	to	affect	have	been	influential	in	the	field	of	visual	studies,	affect	as	intensive	force	and	affect	as	elemental	state.	As	my	use	of	affect	in	this	dissertation	employs	elements	of	both	these	approaches,	the	following	sets	out	their	distinctive	elements	and	a	heuristic	synthesis.	Brian	Ott,	in	a	recent	survey	of	the	scholarship	on	affect	summarises	these	two	perspectives: 
  The	first	perspective,	which	has	its	roots	in	psychology	and	neuroscience,	tends	to	view	affect	as	an	elemental	state.	This	tradition	is	reflected	in	Silvan	S.	Tomkins’s	theory	of	primary	affects	and	Antonio	Damasio’s	theory	of	basic	emotions….	The	second	perspective,	which	is	typically	associated	with	developments	in	philosophy	and	the	humanities,	treats	affect	as	an	intensive	force.	This	tradition,	whose	most	famous	proponent	is	Gilles	Deleuze,	is	evident	in	Brian	Massumi’s	theory	of	autonomous	affect	and	Nigel	Thrift’s	non-representational	theory.36		
 
                                       
33	Götz	Adriani,	Winfried	Konnertz,	and	Karin	Thomas,	Joseph	Beuys,	Life	and	Works,	trans.	Patricia	Lech	(New	York:	Barron’s	Educational,	1979),	255.	34	Boris	Groys,	“The	Truth	of	Art,”	e-flux	journal,	no.	71	(2016):	9.	Groys	develops	related	arguments	about	art	and	the	internet	in	his	book	In	the	Flow,	(London;	New	York:	Verso,	2016).	35	“The	Truth	of	Art.”	36	Brian	L.	Ott,	“Affect,”	in	Oxford	Research	Encyclopedia	of	Communication,	ed.	Jon	Nussbaum	(2017),	1.	
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The	second	perspective,	affect	as	intensive	force,	sees	this	force	as	vital	and	visceral,	enhancing	or	diminishing	the	body’s	capacity	to	act.	This	force	can	be	transmitted	from	body	to	body	without	a	conscious	exchange	of	communicative	meaning:		 Affect	is	found	in	those	intensities	that	pass	body	to	body	(human,	non-	human,	part-body,	and	otherwise),	in	those	resonances	that	circulate	about,	between,	and	sometimes	stick	to	bodies	and	worlds,	and	in	the	very	passages	or	variations	between	these	intensities	and	resonances	themselves	[emphasis	in	original].37			This	approach	to	affect	has	been	used	in	this	thesis	to	consider	bodily	states,	such	as	sleep,	that	challenge	social	or	symbolic	definition	and	where	bodies	entrain	other	bodies,	say	through	the	rhythm	of	the	breath.	However,	this	approach	to	affect	as	intensive	force	can	create	a	false	dualism	when	it	portrays	affect	as	operating	entirely	outside	of	cognition	and	the	formation	of	emotional	states	and	individual	subjects.38	Rather	than	accept	this	dualistic	opposition	of	affect	and	conscious	awareness,	the	approach	to	affect	as	elemental	state,	the	first	perspective	outlined	by	Brian	Ott	above,	provides	a	way	of	integrating	affect	and	cognition.			Neuroscientist	Antonio	Damasio	has	substantially	impacted	the	understanding	of	affect	as	elemental	state	through	his	four	books,	Descartes’	Error	(1994),	The	Feeling	
of	What	Happens	(1999),	Looking	for	Spinoza	(2003),	and	Self	Comes	to	Mind	(2010).	Damasio	describes	an	action-oriented	model	of	cognition	with	a	core	consciousness,	primarily	concerned	with	maintaining	the	body’s	homeostasis,	extending	out	into	conscious	awareness.39	Through	this	model,	emotions,	that	“can	be	triggered	and	executed	nonconsciously,”40	then	instigate	what	he	describes	as	“feelings”	that	are	“composite	perceptions	of	what	happens	in	our	body	and	mind	when	we	are	emoting”	
                                       
37	G.J.	Seigworth	and	M.	Gregg,	“An	Inventory	of	Shimmers,”	in	The	Affect	Theory	Reader,	ed.	G.J.	Seigworth	and	M.	Gregg	(Durham,	NC:	Duke	University	Press,	2010),	1.	38	This	position	has	been	advocated	by	cultural	theorist	Brian	Massumi,	for	example	in:	Brian	Massumi,	“The	Autonomy	of	Affect,”	Cultural	Critique,	no.	31	(1995).	A	critique	of	Massumi’s	dualism	is	mounted	in	Ruth	Leys,	“The	Turn	to	Affect:	A	Critique,”	Critical	Inquiry	37,	no.	3	(2011).	39	Antonio	Damasio,	The	Feeling	of	What	Happens:	Body	and	Emotion	in	the	Making	of	Consciousness	(New	York:	Harcourt,	1999),	82.	40	Ibid.,	37.	
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[emphasis	in	original].41	Feelings,	extending	over	time	into	moods,	are	intimately	connected	to	individual	subjectivity	and	social	engagement.	Damasio	describes	this	entire	cascading	process	of	emotional	awareness	through	language	and	memory	as	affect,	including	its	function	in	providing	an	attentional	focus	for	analytical	cognition.42	In	this	way	the	emotional	contagion	that	spreads	via	visual	images	of	bodies,	ripples	out	through	individual	consciousness	into	social	awareness.	In	this	dissertation	I	adopt	Damasio’s	more	integrative	model	of	affect.	This	has	implications	for	my	interpretation	of	Gilles	Deleuze’s	quarantining	of	affect	to	his	“plan	of	composition”	where	“there	is	no	longer	a	subject,	but	only	individuating	affective	states	of	an	anonymous	force.”43	Rather,	following	Damasio,	I	propose	that	affect	must	also	inform	what	Deleuze	describes	as	the	“plan	of	transcendence”,	which	for	him	is	the	realm	of	representation,	individuation	and	cognition.44		The	way	in	which	the	above	six	approaches	inform	my	thesis	can	be	evaluated	first	in	terms	of	the	vernacular	and	second,	in	relation	to	methodology.	Given	the	work	of	Michel	de	Certeau	on	the	poetics	of	everyday	life	and	the	insights	of	Helen	Grace	and	Boris	Groys	on	vernacular	aesthetics,	this	thesis	proceeds	on	the	basis	that	everyday	makers	and	viewers	of	images	have	equivalent	status	as	producers	of	meaning	to	that	of	art	professionals.45	Although	the	artworks	referenced	in	this	thesis	have	passed	through	the	gateways	of	institutional	curation	and	exhibition,	their	inclusion	is	based	on	the	same	criteria	of	relevance	and	intensity	that	are	applied	to	vernacular	image	production.			In	relation	to	methodology,	this	thesis	has	been	informed	by	the	approaches	described	in	framework	three	above,	on	habitus	and	cultural	symbol.	This	methodology,	widely	employed	within	visual	studies,	brings	together	elements	of	sociology,	semiology,	and	cultural	materialism	to	understand	practices	that	are	found	in	particular	historic	situations	(from	the	sixteenth	century	to	the	present)	where	
                                       
41	Self	Comes	to	Mind:	Constructing	the	Conscious	Brain	(New	York:	Pantheon	Books,	2010),	109.	42	The	Feeling	of	What	Happens:	Body	and	Emotion	in	the	Making	of	Consciousness,	18.	43	Gilles	Deleuze,	Spinoza, Practical Philosophy,	trans.	Robert	Hurley	(San	Francisco:	City	Lights	Books,	1988),	18.	44	Ibid.	45	Throughout	this	thesis	I	use	the	terms	“viewer”	and	“spectator”	interchangeably.		
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images	are	produced,	curated,	and	exchanged	within	a	culture.	However,	this	thesis	is	also	informed	by	de	Certeau’s	critique	of	the	limits	of	this	methodology.	It	therefore	holds	open	the	space	between	the	subject’s	practice	(the	making	of	images,	the	viewing	of	images,	the	curating	and	commenting	on	images)	and	any	structure	of	social	codes	that	attempts	to	fully	contain	this	practice.	The	opening	of	this	space	leads	to	two	modes	of	enquiry.		First,	this	space	allows	an	analysis	of	systems	of	surveillance	and	the	spectacle	without	ceding	to	these	systems	total	control	over	the	subject.	This	approach	is	exemplified	in	Richard	MacDonald’s	study,	referenced	earlier,	on	the	way	Facebook	groups	are	used	to	facilitate	collective	memory.	Chapter	3	takes	a	similar	approach	in	asking	how	the	agency	of	individual	subjects	engages	with	the	constraints	and	affordances	of	both	the	nineteenth-century	carte	de	visite	and	contemporary	social	media	platforms.		Second,	this	space	permits	an	understanding	of	the	points	where	the	body’s	presence	is	at	the	limit	of	social	coding.	For	instance,	there	is	a	point	explored	in	Chapter	5	where	the	sociological	critique	of	24/7	screen	engagement	is	unable	to	propose	an	alternative	understanding	of	the	sleeping	body	outside	of	its	utility	for	waking	life.	In	this	case,	the	space	between	practice	and	structure	is	used	to	explore	the	affective,	corporeal	solidarity	of	sleeping	bodies.	The	presence	of	the	body	is	proposed	as	a	non-representational	force,	while	still	subject	to	interpretation.	This	framework	for	the	relationship	between	meaning	and	presence	is	discussed	further	below	in	relation	to	Hans	Gumbrecht’s	theory	of	presence.		
Presence	A	theory	of	presence	is	crucial	to	this	project,	as	it	explores	the	mutual	contesting	of	physical	and	virtual	presence,	and	also	the	relationship	between	presence	and	meaning,	through	both	thesis	and	artworks.	Literary	scholar	Hans	Gumbrecht	has	made	a	distinctive	contribution	to	this	field	as	he	seeks	out	the	vitality	and	tangibility	
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of	representation	within	the	context	of	culture	and	history.46	Although	Gumbrecht	begins	his	account	of	Western	metaphysics	with	the	pre-Socratics,	he	gives	his	theory	a	particular	focus	in	relation	to	two	movements	that	emerged	in	the	1960s.	First	is	a	search	for	the	material	and	phenomenal	dimensions	of	communications	media,	a	movement	that	includes	the	media	research	of	Marshall	McLuhan	and	Raymond	Williams,	referenced	earlier,	as	well	as	work	in	film	and	literary	studies.	Second	is	the	frustration	with	the	dominating	position	of	hermeneutics	in	the	humanities,	with	protests	ranging	from	Susan	Sontag’s	famous	essay	“Against	Interpretation,”47	through	to	philosopher	Jean-Luc	Nancy’s	diatribe	against	deconstructionist	critique:	“A	moment	arrives	when	one	can	no	longer	feel	anything	but	anger,	an	absolute	anger,	against	so	many	discourses,	so	many	texts	that	have	no	other	care	than	to	make	a	little	more	sense,	to	redo	or	to	perfect	delicate	works	of	signification.”48	Although	these	are	fine	motivations	for	Gumbrecht’s	project,	he	is	also	well	aware	of	the	perils	of	any	journey	seeking	presence	in	representation.	For	instance,	any	talk	of	presence	is	regarded	by	hermeneutic	maximalists	as	"substantialist,”	that	is,	an	attempt	to	evade	interpretation	through	the	ontological	independence	of	things-in-themselves.49	For	others,	the	idea	that	presence	can	be	found	in	images	and	written	text	is	an	anathema	as	these	representations	threaten	the	immediacy	of	the	spoken	word.50	Against	this	background,	Gumbrecht	sets	out	his	approach	to	presence	and	representation:		 to	speak	of	“production	of	presence”	implies	that	the	(spatial)	tangibility	effect	coming	from	the	communication	media	is	subjected,	in	space,	to	movements	of	greater	or	lesser	proximity,	and	of	greater	or	lesser	intensity.		That	any	form	of	communication	implies	such	a	production	of	presence,	that	any	form	of	communication,	through	its	material	elements,	will	“touch”	the	
                                       
46	Hans	Ulrich	Gumbrecht,	Production	of	Presence:	What	Meaning	Cannot	Convey	(Stanford,	CA:	Stanford	University	Press,	2004).	47	Susan	Sontag,	Against	Interpretation,	and	Other	Essays	(London:	Eyre	and	Spottiswoode,	1967).	48	Jean-Luc	Nancy,	The	Birth	to	Presence,	trans.	Brian	Holmes	(Stanford,	CA:	Stanford	University	Press,	1993),	6.	49	For	more	on	the	position	of	hermeneutic	maximalism	see	Gianni	Vattimo,	Beyond	Interpretation	:	
The	Meaning	of	Hermeneutics	for	Philosophy,	trans.	David	Webb	(Cambridge:	Polity	Press,	1997).	50	Jacques	Derrida	critiqued	this	“logo-centrism”	in	Western	metaphysics.	Jacques	Derrida,	Of	
Grammatology,	trans.	Gayatri	Chakravorty	Spivak	(Baltimore:	Johns	Hopkins	University	Press,	1976).	
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bodies	of	the	persons	who	are	communicating	in	specific	and	varying	ways	may	be	a	relatively	trivial	observation—but	it	is	true	nevertheless	that	this	fact	had	been	bracketed	(if	not—	progressively—forgotten)	by	Western	theory	building	ever	since	the	Cartesian	cogito	made	the	ontology	of	human	existence	depend	exclusively	on	the	movements	of	the	human	mind.51		Through	his	use	of	the	word	“production,”	in	its	sense	of	“to	bring	forth,”	Gumbrecht	understands	presence	as	only	accessible	through	movement.	Here	he	draws	on	Martin	Heidegger’s	concept	of	Being	which	Gumbrecht	interprets	as	being	realised	in	the	double	movement	of	coming	forth	and	withdrawing.52	Gumbrecht	also	identifies	this	double	movement	in	Jean-Luc	Nancy’s	The	Birth	to	Presence	(1993),	where	this	birth	is	“a	‘coming	and	going.’	It	is	a	back	and	forth,	which	nowhere	exceeds	the	world	in	the	direction	of	a	Principle	or	an	End.”53	Presence	seen	in	this	way	is	not	a	stable	object	but	is	rather	extremely	temporal,	felt	at	moments	of	emergence	or	withdrawal.		Gumbrecht’s	understanding	of	presence	through	movement	has	informed	my	approach	to	presence	through	representation,	specifically	images	of	people.	For	instance,	in	Chapter	3	of	this	thesis,	the	carte	de	visite	portrait,	usually	understood	to	designate	status	and	identity,	is	shown	to	have	unstable	meanings	through	its	social	and	physical	circulation.	My	artwork	Looking	also	demonstrates	the	movement	of	presence	through	the	performance	of	the	screen	subject,	where	presence	is	most	acutely	felt	not	as	he	seeks	to	hold	and	dominate	the	screen	space,	but	rather	in	transitional	moments	such	as	the	withdrawal	of	his	gaze	from	the	viewer.		The	relationship	that	Gumbrecht	proposes	between	movement	and	presence	also	assists	with	understanding	the	presence	of	human	bodies	in	physical	space	as	well	as	the	presence	of	representations.	In	relation	to	the	qualities	of	proximity	and	intensity,	again	Gumbrecht	makes	clear	the	importance	of	movement	rather	than	absolute	states.	For	instance,	the	states	of	maximal	proximity	and	intensity,	whether	
                                       
51	Gumbrecht,	Production	of	Presence:	What	Meaning	Cannot	Convey,	17.	52	Ibid.,	70.	53	Nancy,	The	Birth	to	Presence,	4.	
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of	person	or	image,	can	just	as	easily	alienate	as	engage,	and	so	can	never	guarantee	maximal	presence.	Gumbrecht’s	emphasis	on	movement	rather	evokes	the	idea	of	a	dance,	of	an	intricate	choreography	of	being-in-the-world:	whether	a	person	is	seeking	to	make	contact	or	withdraw,	it	is	their	movement,	through	performance,	image,	memory,	and	imagination	that	holds	the	promise	of	presence.	And	this	is	a	dance	that	can	also	be	done	solo:	the	absence	of	the	other,	whether	physically	or	virtually	“out	of	contact,”	is	one	of	the	most	powerful	instigators	of	memory	and	imagination	as	the	other	is	brought	powerfully	to	mind	through	that	very	absence.		When	Gumbrecht	talks	of	bodies	being	“touched”	by	a	representation,	he	is	careful	not	to	fall	into	substantialist	dualism	by	clarifying	that	these	bodies	cannot	be	natural	or	precultural.	This	is	because	our	understanding	of	the	body	cannot	escape	from	Western	metaphysics	and	so	we	cannot	speak	of	some	pure,	essential	presence,	but	rather	of	the	effects	of	presence	that	take	place	within	our	Western	meaning-based	culture.54	To	support	this	concept,	Gumbrecht	makes	an	extended	comparison	between	what	he	calls	“meaning	cultures”	and	“presence	cultures.”	Although	he	refers	specifically	to	pre-Socratic	Greece	and	medieval	Europe	as	examples	of	presence	cultures,	he	is	outlining	ideal	types	created	for	the	purposes	of	analysis.	Four	key	concepts	in	this	comparison	can	be	summarised	in	this	way:55		•	Self-reference:	in	meaning	cultures	the	self	refers	to	the	mind,	in	presence	cultures	the	self	refers	to	the	body.			•	The	self	and	world:	in	meaning	cultures	the	self	is	eccentric	to	the	world,	in	presence	cultures	the	self	is	integral	to	the	world.		•	Knowledge	of	the	world:	in	meaning	cultures	knowledge	is	produced	through	an	act	of	world-interpretation.	In	presence	cultures	legitimate	knowledge	is	typically	revealed	knowledge.		
                                       
54	Gumbrecht,	Production	of	Presence:	What	Meaning	Cannot	Convey,	2.	55	Ibid.,	79–81.	
Stephen	Burstow	 	 	 The	Handheld	Image	 18	
•	The	sign:	in	meaning	cultures	the	sign	is	the	coupling	of	the	purely	material	signifier	with	a	purely	spiritual	signified,	or	“meaning”	(as	defined	by	Ferdinand	de	Saussure).	In	presence	cultures	the	sign	is	a	fusing	of	substance	and	form	(as	suggested	by	Aristotle’s	definition	of	the	sign).		Through	this	comparison	of	cultural	types,	Gumbrecht	claims	that	we	simply	cannot	will	ourselves	from	one	culture	to	another,	from	one	regime	of	representation	to	another.	So	rather	than	joining	W.	J.	T.	Mitchell	in	seeking	the	presence	of	images	through	escaping	into	a	kind	of	animism,	Gumbrecht	argues	that	we	can	still	be	receptive	to	the	effects	of	presence	from	within	a	culture	of	interpretation	and	meaning.56	This	approach	to	presence	also	aligns	with	the	understanding	of	affect	as	elemental	state,	as	discussed	above.	For	example,	in	Chapter	5	of	this	thesis,	the	reader/viewer	is	challenged	to	understand	sleep	as	shared	bodily	experience	rather	than	as	a	state	of	individual	responsibility	and	self-regulation.	The	affective	potential	of	the	sleeping	body	is	summoned	up	by	works	of	visual	art	including	Any	Warhol’s	film	Sleep	(1963)	and	through	Gilles	Deleuze’s	concept	of	the	“unknown	of	the	body.”57	However,	as	discussed	earlier	in	relation	to	my	interpretation	of	Deleuze’s	use	of	affect,	this	appeal	to	the	affective	power	of	the	sleeping	body	is	not	an	attempt	to	escape	from	cognition	but	rather	an	invitation	to	bring	an	experience	of	one	of	the	body’s	core	functions,	normally	outside	conscious	awareness,	into	the	world	of	meaning.			In	Production	of	Presence,	Gumbrecht	employs	his	concept	of	presence	to	help	understand	the	aesthetic	epiphanies	he	experiences	while	watching	productions	of	Japanese	classical	theatre	and	Mozart’s	Don	Giovanni.	By	contrast,	my	thesis,	across	dissertation	and	artworks,	uses	the	concept	of	presence	to	enter	into	representations	of	ephemeral,	everyday	bodily	phenomena:	for	instance,	the	sleeping	body,	as	discussed	earlier,	and	the	brief	facial	performances	of	the	subjects	in	moving	image	portraits,	explored	in	Chapter	1.	Even	in	artworks	with	long	durations,	such	as	
                                       
56	W.	J.	T.	Mitchell,	What	Do	Pictures	Want?:	The	Lives	and	Loves	of	Images	(Chicago:	University	of	Chicago	Press,	2005).	57	Gilles	Deleuze,	Spinoza,	Practical	Philosophy,	trans.	Robert	Hurley	(San	Francisco:	City	Lights	Books,	1988),	17–18.	
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Thomas	Struth’s	hour-length	portraits,	also	considered	in	Chapter	1,	it	is	the	transient	moments	of	bodily	struggle,	as	the	subjects	strain	to	hold	their	poses,	that	become	crucial	to	understanding	the	presence	of	the	portrait	subjects.	This	transience	has	the	potential	to	disrupt	the	power	of	photographic	representation	to	render	the	subject	as	a	mask,	as	indistinguishable	from	their	social	role.	Temporality	disturbs	conventional	readings	and	allows	for	a	presence	that	evades	objectification.	This	is	a	presence	that	Jenny	Edkins	describes	as	“always	arriving	too	late	or	too	early,	escaping	categorization,	unknowable—a	being	who	is	always	missing,	never	fully	grasped	even	by	themselves.”58	In	the	representation	of	such	a	presence	the	viewer	can	potentially	be	held	back	momentarily	from	judgement,	held	to	the	surface	or	the	interface	of	the	image,	to	experience	a	visceral	response	that	can	unfold	into	meaning.		The	performances	of	these	portrait	subjects	then	invoke	the	presence	of	both	the	artist	and	the	spectator,	a	relational	perspective	that	is	discussed	in	the	following	section	on	the	theory	of	performance.	
 
Performance	This	thesis	stages	and	considers	a	range	of	performances.	Two	of	my	three	artworks	use	improvised	performances	carried	out	by	professional	performers	while	the	thesis	considers	performances	by	vernacular	subjects	including	nineteenth-century	portrait	subjects	and	twenty-first-century	YouTube	video	bloggers.	The	sociological	theory	of	dramaturgy	is	employed	to	engage	with	both	professional	and	everyday	performance,	as	this	theory	originated	with	the	use	of	metaphors	from	the	theatre	to	investigate	everyday	life.		The	theory	of	dramaturgy,	as	developed	within	the	symbolic	interactionist	school	in	sociology,	is	based	on	Erving	Goffman’s	work	The	Presentation	of	Self	in	Everyday	Life	(1956).	Goffman’s	dramaturgical	analysis	of	social	behaviour	was	influenced	by	the	anthropological	work	of	Marcel	Mauss	on	ritual	and	Kenneth	Burke’s	“dramatism,”	
                                       
58	Jenny	Edkins,	Face	Politics	(New	York:	Routledge,	2015),	7.	
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approaches	that	sought	to	identify	the	underlying	structures	of	human	behaviour	by	studying	patterned	discourses.	Although	Goffman	also	searched	for	pattern	and	structure,	he	emphasised	that	the	meaning	emerging	from	any	life	scene	could	not	be	predetermined	as	it	was	dependent	on	the	contingent	engagement	of	the	actors	and	the	audience.	As	the	impression	that	an	actor	seeks	to	create	through	their	performance	is	not	under	their	control,	intentions	may	not	be	achieved	and	carefully	considered	impression	management	may	fail.		In	the	sixty	years	since	the	publication	of	Goffman’s	seminal	work,	dramaturgical	analysis	has	evolved	considerably,	particularly	in	response	to	postmodern	theory	and	the	world	of	networked	sociality.59	The	major	shifts	can	be	summarised	in	this	way:		•	Actor/audience.	Rather	than	a	strict	demarcation	of	the	roles	of	actor	and	audience,	there	has	been	recognition	that	a	person	can	simultaneously	be	a	performer	and	an	audience	for	another.	In	the	realm	of	networked	social	relations,	these	roles	can	unfold	on	multiple	platforms.	•	Physical/virtual.	As	virtual	online	“stages”	have	proliferated,	“we	could	focus	on	how	the	setting	or	‘stage’	may	not	only	be	distant	from	the	body	of	the	performer,	but	may	continue	the	performance	without	the	actor’s	presence	or	knowledge.”60	Understood	in	this	way,	a	stage	can	incorporate	any	setting	or	technology	used	in	the	production	and	re-presentation	of	a	performance:	not	only	the	portrait	photographer’s	studio	set	but	also	the	portrait	photograph	and	the	photograph	album;	then	in	the	twenty-first	century,	not	only	the	video	blogger’s	bedroom	but	the	viewer’s	screen	device	and	the	social	media	platform.		•	Intention/action.	Goffman’s	model	created	a	demarcation	between	intention	and	action.	For	instance,	prior	to	an	important	meeting	a	person	has	certain	intentions,	rehearses	their	lines	“backstage,”	and	then	steps	“onstage”	into	the	meeting	room	to	
                                       
59	One	of	the	major	influences	on	postmodern	dramaturgy	has	been	Nigel	Thrift’s	non-representational	theory,	referenced	earlier.	60	Annette	Markham,	‘The	Dramaturgy	of	Digital	Experience,’	in	The	Drama	of	Social	Life,	ed.	Charles	Edgley	(Farnham,	Surrey:	Ashgate,	2013),	281.	
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attempt	to	realise	those	intentions	through	performance,	through	action.	Recent	dramaturgical	theory,	by	contrast,	denies	that	meaning	can	be	found	primarily	in	motivations	that	precede	actions,	focusing	rather	“on	how	action	is	directed	instead	of	its	source	or	origin.	Human	beings	just	act	and	typically	make	sense	of	action	retrospectively.”61		The	strength	of	dramaturgical	theory	for	this	thesis,	through	both	dissertation	and	artworks,	is	its	emphasis	on	the	production	of	meaning	through	action	and	interaction,	through	temporal	process.	The	unfolding	of	meaning	through	action	is	made	explicit	through	improvisation	in	multiple	forms:	as	a	performance	technique	used	in	my	artworks	Looking	and	Screening	Bedtime	and	as	a	practice	employed	by	portrait	subjects	and	YouTube	video	bloggers.	Improvisation	can	be	temporally	compressed,	as	in	Andy	Warhol’s	three-minute	Susan	Sontag	Screen	Test	(1964)	discussed	in	Chapter	1,	or	spread	out	over	weeks	or	months	as	a	nineteenth-century	portrait	subject	makes	return	visits	to	the	portrait	studio	to	experiment	with	various	costumes	and	poses,	as	depicted	in	Chapter	3.	Sense-making	through	action	then	extends	from	the	production	of	the	image	through	to	the	practices	of	image	curation,	circulation,	comment,	and	remembrance:	as	proposed	earlier	by	Michel	de	Certeau,	these	activities	are	in	themselves	a	secondary	kind	of	production.	Through	each	of	these	actions	the	presence	of	the	subject,	re-presented	through	the	image,	becomes	briefly	manifest.			The	interactive	nature	of	these	performances	is	then	explored	in	this	thesis	through	the	relationality	of	the	portrait,	from	sixteenth-century	portrait	miniature	to	twenty-first-century	moving	image	portrait.	These	performances	of	artists,	portrait	subjects,	and	viewers—although	spread	across	time,	space,	and	virtual	platforms—produce	meaning	through	the	constant	movement	of	interrelated	demands	and	desires.		This	understanding	of	the	creation	of	meaning	through	action	also	has	implications	for	the	intentionality	of	my	own	artworks	as	discussed	in	this	dissertation.	It	has	been	my	experience	that	my	intentions	for	a	work	have	changed,	sometimes	
                                       
61	Phillip	Vannini,	“Dramaturgy	and	Post-Structuralism,”	ibid.,	304.	
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abruptly,	sometimes	incrementally,	through	the	process	of	research,	scripting,	pre-production,	filming,	and	post-production.	Consequently,	references	to	the	intentions	of	my	artworks	should	be	understood	in	this	context:	to	have	arisen	simultaneously	with	the	making	of	the	works	themselves.		
Moving	Image	Installation	and	Spectatorship	My	three	artworks	that	form	the	practice-based	research	strand	of	this	thesis	are	moving	image	installations.	It	may	be	self-evident	that	this	artform,	which	has	responded	to	the	seductions	of	mainstream	cinema	and	television,	should	now	engage	with	the	experience	of	twenty-first-century	enscreenment.	As	Catherine	Elwes	comments	in	her	recent	book	on	this	artform:		 Our	quotidian	experience	increasingly	demands	of	us	nimble	perceptual	shifts	between	any	number	of	remediated	realties	presented	to	us	in	myriad	electronic	forms.	Moving	image	installation,	now	ever-present	in	our	galleries	and	museums,	constitutes	a	resonant	analogue	of	the	increasingly	enmeshed	conditions	of	understanding	we	derive	from	the	modern	world.62		However,	if	the	contemporary	subject	is	now	sharing	their	entire	waking	(and	sleeping)	life	with	screens,	simply	assuming	an	enhanced	spectatorial	response	through	the	spatialising	of	screens	in	a	gallery,	seems	like	very	wishful	thinking.	As	Kate	Mondloch	observes,	such	thinking	can	easily	arise	from	the	habitual	positioning	of	installation	artworks	“alongside	radical	politics	and	progressive	aesthetics	for	the	way	in	which	they	are	thought	to	counteract	passive,	resigned	viewing	by	providing	an	experiential	encounter	for	the	spectator.”	63	Here,	Mondloch	describes	the	assumption	that	installation	art	enables	corporeal,	intimate	spectatorial	engagement.	However,	in	the	specific	case	of	moving	image	installation,	she	describes	an	alternative	imagined	effect:	that	the	spectator,	presumed	to	be	absorbed	in	screen-based	illusion,	is	given	the	necessary	critical	distance	through	an	awareness	of	the	
                                       
62	Catherine	Elwes,	Installation	and	the	Moving	Image	(New	York:	Columbia	University	Press,	2015),	2.	63	Kate	Mondloch,	Screens:	Viewing	Media	Installation	Art	(Minneapolis:	University	of	Minnesota	Press,	2010),	25–26.	
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materiality	of	the	screens	and	of	the	spectator’s	own	embodiment	in	the	space.64	These	two	alternative,	presumed	effects	of	installation	art	described	by	Mondloch—either	corporeal	engagement	or	critical	distance—parallel	the	two	strategies	that	Jacques	Rancière	identifies	in	the	twentieth-century	project	to	reform	the	passivity	of	the	theatre	spectator:	either	through	the	critical	distance	of	Brecht’s	epic	theatre	or	the	total	loss	of	distance	in	Artaud’s	theatre	of	cruelty.65	For	Rancière,	these	attempts	to	determine	the	form	of	theatre	spectatorship	are	fundamentally	misplaced:	the	spectator	is	capable	of	creating	their	own	distance	from,	or	closeness	to,	the	spectacle	and	becomes	a	co-creator	of	any	work	of	performance	through	their	own	acts	of	interpretation	and	imagination.	Transplanting	Rancière’s	spectator	into	the	spaces	of	my	three	moving	image	installations,	I	propose	a	further	emancipation	of	the	spectator	through	offering	heterogeneous,	non-hierarchical	viewing	experiences.		Two	of	my	artworks,	as	multi-screen	installations	that	are	designed	around	the	principles	of	collage	and	assemblage,	offer	a	particular	comparative	mode	of	viewing.66	Although	any	temporal	imagery	engages	the	viewer	in	making	mnemonic	comparisons	within	the	work	and	with	their	own	life	experience,	multi-screen	installations	are	able	to	present	additional	resources	for	comparative	cognition.	Images	that	would	otherwise	be	ordered	into	a	linear	sequence	are	spread	out	for	simultaneous	consideration.	Even	if	only	one	screen	can	be	fully	taken	in	at	any	one	time,	the	spectator	is	able	to	experience	a	sense	of	those	alternative	perspectives.	Although	my	two	multi-screen	works	Looking	and	Screening	Bedtime	have	narrative	elements,	I	intend	both	works	to	suggest	the	multiplicity	of	screen-related	actions	that	arise	in	particular	settings,	with	all	actions	having	equivalent	significance.			This	structural	levelling	of	the	works	is	enhanced	through	a	refusal	to	coerce	the	viewer	into	a	particular	receptive	state.	Although	all	three	works	are	concerned	with	the	embodied	reception	of	screen	images,	I	am	not	proposing	corporeal	submersion	as	the	primary	means	of	reception	of	the	works.	Jacques	Rancière	describes	this	desire	for	somatic	spectatorial	engagement	in	a	theatre	production	that	is	hoping	to	
                                       
64	Ibid.,	26.	65Jacques	Rancière,	“The	Emancipated	Spectator,”	Artforum	International.,	March	2007,	274.		66	This	form	of	multi-screen	installation	is	examined	further	in	Chapter	6	of	this	dissertation.	
Stephen	Burstow	 	 	 The	Handheld	Image	 24	
seduce	the	spectator	with	the	“here	and	now”	of	the	performance.	The	spectator,	however,	denies	this	“corporeal	energy”	and	transforms	it	“into	a	mere	image,	by	linking	it	with	something	she	has	read	in	a	book	or	dreamed	about,	that	she	has	lived	or	imagined.”67	Rancière’s	emancipated	spectator	will	not	be	coerced	into	a	state	of	corporeal	intensity,	but	rather	brings	the	theatre	spectacle,	as	image,	into	the	domain	of	her	inner	life.	Not	only	does	she	resist	the	coercive	effects	of	the	spectacle,	her	cognitive	responses	are	in	constant	flux,	connecting	the	performance	to	the	variousness	of	her	own	lifeworld.		Rancière	here	depicts	an	evanescent	quality	of	spectatorship	that	I	hope	to	enhance	through	my	installation	artworks,	with	the	spectator	constantly	in	motion	between	the	here	and	now	of	the	performance	and	the	domains	of	imagination	and	memory.	My	installations,	through	various	techniques	such	as	life-size	projection	and	the	direct	gaze	of	the	screen	performer	to	the	spectator,	offer	the	potential	of	affective,	corporeal	engagement,	yet	through	their	screen	imagery	simultaneously	present	the	dimensions	of	the	social,	the	narrative,	and	the	historical.	As	the	spectator	moves	through	the	installations,	perhaps	encountering	other	spectators	or	stepping	into	the	isolation	of	a	small	viewing	booth,	the	intention	is	for	these	dimensions	to	be	in	constant	flux:	for	the	physical	and	the	virtual,	the	somatic	and	the	social,	and	the	contemporary	and	the	historical	to	be	held	in	tension.	This	experience	offers	an	awareness	of	both	the	presence	of	the	screen-mediated	other	and	the	physically	proximate	other	as	equally	fugitive	and	transitory.		
Thesis	Model	Having	considered	the	way	I	intend	my	thesis	artworks	to	function	for	the	spectator,	this	is	the	appropriate	point	to	describe	the	relationship	of	these	artworks	to	my	scholarly	research,	as	demonstrated	through	the	written	dissertation.		Art	historian	James	Elkins,	in	surveying	approaches	to	the	combined	creative	and	scholarly	PhD	degree,	describes	a	range	of	thesis	options.	In	contrast	to	the	five	
                                       
67	Rancière,	“The	Emancipated	Spectator,”	282.	
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dominant	options	where	“the	scholarship	informs,	interprets,	and	directs	the	art	practice,”	he	identifies	other	options	where	the	scholarship	is	freed	from	“its	ultimately	informational	or	supportive	role,	potentially	making	the	scholarship	equal	to	the	artwork.”68	Of	these	latter	options,	my	approach	is	closest	to	Elkin’s	sixth:		 6.	The	combined	artwork	and	thesis	comprise	a	new	interdisciplinary	
configuration	[emphasis	in	original].	In	this	case	the	combined	studio	and	scholarly	thesis	would	be	akin	to	the	confluence	of	disciplines	that	is	currently	congealing	into	the	field	called	visual	studies	or	visual	culture.	Art	practice	would	just	be	another	such	discipline.69		Elkins	cautions,	however,	that	“it	is	superficial,	I	think,	to	imagine	that	art	practice	can	just	be	added	to	an	eclectic	selection	of	disciplines	composed	by	the	candidate.”70	My	thesis,	as	a	joint	project	of	artwork	and	scholarly	dissertation,	endeavours	to	make	the	relationship	of	these	two	components	explicit,	rather	than	simply	adding	art	practice	to	the	visual	studies	mix.		The	specific	contributions	of	my	three	artworks	to	the	arguments	of	this	thesis	are	explicated	in	the	chapters	that	deal	with	the	individual	artworks.	By	comparison	with	the	use	of	other	artworks	and	vernacular	images	in	my	thesis,	the	discussion	of	my	own	artworks	is	obviously	more	detailed	and	more	subjective:	there	is	no	escape	from	my	own	intentionality	for	these	works.	However,	there	are	also	similarities	between	the	use	of	my	own	artworks	and	others’	images.	Throughout	the	thesis,	the	direction	of	my	research	has	been	led	by	images	and	image	practices.	From	nineteenth-century	carte	de	visite	photograph	albums	to	twenty-first-century	moving	image	portraits,	my	encounters	with	these	visual	objects	have	determined	the	focus	of	my	arguments.	Similarly,	my	own	artworks	have	afforded	the	identification	of	otherwise	unseen	relationships	by	placing	ostensibly	disparate	phenomena	in	visual	and/or	temporal	proximity.	In	the	case	of	my	artworks	Looking	
                                       
68	James	Elkins,	“Theoretical	Remarks	on	Combined	Creative	and	Scholarly	Phd	Degrees	in	Visual	Arts,”	Journal	of	Aesthetic	Education	38,	no.	4	(2004):	26.	69	Ibid.	70	Ibid.	
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and	Screening	Bedtime,	the	improvisatory	techniques	used	to	generate	performances	for	these	works	instantiate	various	images	and	behaviours	that	circulate	through	popular	visual	culture.	Screen-related	performance	strategies	that	exist	in	various	forms	across	thousands	of	YouTube	videos	can	be	brought	together	in	one	work.	For	instance,	in	my	artwork	Looking,	by	juxtaposing	a	performance	that	appeals	to	the	viewer’s	presence	with	one	that	is	oblivious	to	the	viewer,	the	resulting	shifts	between	registers	of	the	viewer’s	gaze	become	more	apparent	than	when	these	shifts	are	spread	across	disparate,	everyday	screen	engagements.			Regardless	of	their	enabling	of	research,	it	is	important	to	acknowledge	that	these	visual	objects,	whether	my	own	or	others’,	are	not	in	themselves	propositions	or	arguments—rather	they	are	used	to	exemplify	or	illustrate	the	propositions	and	arguments	made	in	the	dissertation	and	so	inevitably	become	subservient	to	the	text.71	However,	pulling	back	from	the	dissertation	to	the	larger	thesis	project,	the	incorporation	of	my	artworks	provides	a	means	of	correcting	this	power	imbalance	between	text	and	images.	These	moving	image	installations,	as	discussed	earlier,	have	the	potential	to	hold	the	here-and-nowness	of	perception	in	tension	with	social,	narrative,	and	historical	meaning.	This	flux	between	the	effects	of	presence	and	meaning	is,	for	Hans	Gumbrecht,	a	vital	affordance	of	any	artwork.	Rather	than	being	complimentary	sides	of	a	stable	structural	pattern,	Gumbrecht	argues	that	“the	tension/oscillation	between	presence	effects	and	meaning	effects	endows	the	objects	of	aesthetic	experience	with	a	component	of	provocative	instability	and	unrest.”72	The	purpose	of	this	unrest	in	my	thesis	is	not	to	make	a	claim	for	Derridean	“undecidability,”	but	rather	to	slow	the	rush	to	judgement,	to	suffuse	linear	analysis	with	moments	of	felt	intensity.		
                                       
71	Although	my	dissertation	assumes	that	images	can	express	a	kind	of	agency	and	also	have	language-like	properties,	I	am	not	persuaded	by	W.	J.	T.	Mitchell’s	argument	that	pictures	can	be	theory.	W.	J.	T.	Mitchell,	Picture	Theory:	Essays	on	Verbal	and	Visual	Representation	(Chicago:	University	of	Chicago	Press,	1994).	For	a	wider	discussion	of	this	issue	see:	James	Elkins,	“An	Introduction	to	the	Visual	as	Argument,”	in	Theorizing	Visual	Studies:	Writing	through	the	Discipline,	ed.	James	Elkins,	et	al.	(New	York:	Routledge,	2013).	72	Gumbrecht,	Production	of	Presence:	What	Meaning	Cannot	Convey,	108.	
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Outline	of	Contents	This	dissertation	incorporates	publications.	Two	of	the	chapter	essays	have	been	published:	Chapter	1,	“This	Face,	Here,	Now:	Moving	Image	Portraiture,”	in	the	
Journal	of	Asia	Pacific	Pop	Culture	2,	no.	1	(2017);	and	Chapter	3,	“The	Carte	de	Visite	and	Domestic	Digital	Photography,”	in	the	journal	Photographies	9,	no.	3	(2016).	Chapter	5,	“Screens	in	Bed:	Visual	Art,	Sleep	and	Handheld	Screen	Devices,”	is	under	review	by	the	journal	Visual	Studies.		Each	of	these	three	chapter	essays	is	preceded	by	an	introduction	that	gives	the	essay	its	context	within	the	total	dissertation.	The	structure	of	the	dissertation	then	further	integrates	these	essays	by	alternating	them	with	the	related	chapters	on	my	three	thesis	artworks.			Chapter	1:	This	Face,	Here,	Now:	Moving	Image	Portraiture			This	chapter	establishes	this	dissertation’s	approach	to	images	of	people	as	social	phenomena:	in	moving	image	portraiture,	portraits	are	the	interface	for	the	interrelated	demands	and	desires	of	artists,	portrait	subjects,	and	viewers.	However,	these	moving	image	portraits	also	exceed	the	regularities	of	habitus—social	status	and	character—in	two	ways:	(a)	through	portrait	series	that	destabilise	these	codes	of	cultural	inscription;	and	(b)	through	foregrounding	the	somatic	struggles	of	the	body	to	hold	the	pose.	Through	these	struggles,	the	presence	of	the	screen	subject	is	shown	to	emerge	in	moments	of	extreme	temporality:	fleeting	improvisatory	performances	that	take	the	viewer	on	affective	journeys	that	are	free	of	any	teleology.		Chapter	2:	Looking	My	artwork	Looking	(2015),	instantiates	three	themes	that	are	explored	in	the	previous	chapter	through	the	genre	of	moving	image	portraiture:	the	presence	of	the	screen	subject,	the	ontology	of	the	screen,	and	the	nature	of	the	intersubjective	screen-reliant	gaze.	While	being	informed	by	my	research	into	portraiture,	this	artwork	also	responds	to	the	quotidian	performances	of	online	video	bloggers.		
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Chapter	3:	The	Carte	de	Visite	and	Domestic	Digital	Photography	This	chapter	is	the	first	of	two	investigations	in	this	dissertation	that	compare	historical	instances	of	the	handheld	image	to	twenty-first-century	vernacular	image	practices,	the	second	historical	instance	being	the	portrait	miniature,	considered	in	Chapter	4.	The	carte	de	visite,	as	the	first	mass-produced	photographic	format,	was	devised	both	for	wide	distribution	and	for	collecting	in	albums	with	standardised	apertures,	instigating	struggles	between	circulation	and	control	that	are	often	seen	as	endemic	to	the	domain	of	networked	digital	images.			Chapter	4:	Little	Pictures	My	artwork	Little	Pictures	(2015)	is	based	on	an	account	of	a	sixteenth-century	meeting	in	which	portrait	miniatures	played	a	crucial	role.	Through	this	story	of	small-scale,	portable	images,	this	artwork	continues	the	strategy,	commenced	in	the	previous	chapter,	that	brings	historical	instances	of	the	intimate,	handheld	image	into	relationship	with	twenty-first-century	practices	surrounding	images	of	people	appearing	on	handheld	screens.			Chapter	5:	Screens	in	Bed:	Visual	Art,	Sleep,	and	Handheld	Screen	Devices	The	enabling	of	mnemonic	ritual	through	the	co-present	sharing	of	images	on	smartphones	is	considered	in	the	previous	chapter	as	a	form	of	positive	screen-based	social	engagement.	Chapter	5,	by	contrast,	turns	to	the	negative	social	valence	of	handheld	screens	by	following	these	devices	into	the	shared	bed.	This	chapter	interrogates	the	discourses	of	sociology	and	sleep	science	through	a	consideration	of	artworks	that	depict	or	imply	the	presence	of	the	sleeping	body.	Although	some	of	these	artworks	are	concerned	with	the	individual	self-regulation	of	sleep,	others,	such	as	Andy	Warhol’s	film	Sleep	(1963)	and	Julie	Rrap’s	Remaking	the	World:	Artists	
Dreaming	(2015),	rather	suggest	the	corporeal	commonality	of	this	bodily	state.	In	order	to	discover	this	affective	potential	of	the	sleep,	I	argue	against	the	dominant	exegesis	of	these	artworks	that	interprets	the	sleeping	body	through	its	utility	for	waking	life.				
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Chapter	6:	Screening	Bedtime	This	chapter	outlines	the	engagement	of	my	artwork	Screening	Bedtime	(2018)	with	the	use	of	screen	devices	in	bed,	building	on	the	perspectives	developed	through	Chapter	5.	While	Chapter	5	proposed	an	understanding	of	sleep	as	a	somatic	state	that	challenges	the	mood-modulating	engagement	with	handheld	screen	devices,	my	artwork	Screening	Bedtime	incarnates	this	challenge	through	the	two	particular	bodies	of	a	couple	inhabiting	a	bed	with	their	devices.	By	depicting	these	scenes	through	imaging	of	body	heat	as	well	as	imaging	of	the	visible	spectrum,	the	work	holds	the	somatic	body	and	the	social	body	in	tension.	The	simultaneous	presentation	of	these	two	body	schemata	provides	the	basis	to	refine	the	understanding	of	the	sleeping	body	set	out	in	Chapter	5.		
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Chapter	1		
This	Face,	Here,	Now:	Moving	Image	Portraiture	
Introduction	This	chapter	has	been	published	as	the	article:	“This	Face,	Here,	Now:	Moving	Image	Portraiture”	in	the	Journal	of	Asia-Pacific	Pop	Culture	2,	no.	1	(2017).			This	chapter	responds	to	the	phenomenon	of	everyday	video	portraiture.	The	recent	move	by	social	media	platforms	including	Facebook,	Instagram,	and	Twitter	to	publish	video	content	has	furthered	the	expansion	of	moving	image	content	on	the	internet.	Although	corporate	content	providers	are	now	supplying	highly-produced	video	for	these	platforms,	much	of	the	video	content	is	being	posted	by	everyday	users	who	are	uploading	short	smartphone	videos	as	opposed	to	still	images.			The	production	of	vernacular	video	portraits	places	pressure	on	the	performance	of	portrait	subjects.	Although	the	skills	to	stage	manage	and	hold	a	pose	for	a	still	photograph	were	well	established	from	the	beginnings	of	the	film-based	snapshot	era,	the	creation	of	extended	performances	for	the	camera	has	until	recently	been	restricted	to	the	less	pervasive	practice	of	home	movie	and	video	production.	Now	smartphone	users	increasingly	demand	temporally	extended	performances	from	their	subjects—a	practice	that	has	inspired	this	chapter’s	study	of	the	genre	of	moving	image	portraiture.		This	genre	furthers	the	understanding	of	portraits	as	social	phenomena	that	emerge	from	the	interrelated	demands	and	desires	of	artists,	portrait	subjects,	and	viewers.	However,	these	moving	image	portraits	also	exceed	the	regularities	of	habitus—social	status	and	character—in	two	ways:	(a)	through	portrait	series	that	destabilise	these	codes	of	cultural	inscription;	and	(b)	through	foregrounding	the	somatic	struggles	of	the	body	to	hold	the	pose.	Through	these	struggles,	the	presence	of	screen	subject	is	shown	to	emerge	in	moments	of	extreme	temporality:	fleeting	
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improvisatory	performances	that	take	the	viewer	on	affective	journeys	that	are	free	of	any	teleology.		
Published	Article	Text	What	lies	behind	the	photographic	portrait	of	a	face?	A	sovereign	self?	An	essential	character?	For	over	a	century,	artists	using	photography	have	attempted	to	destabilise	this	notion	of	a	unified	personality	that	is	transmitted	through	physical	appearance.	The	multiple	and	extended	exposures	that	fragmented	and	smeared	the	Pictorialist	portrait	in	the	early	twentieth	century	have	been	joined	in	recent	years	by	the	digital	reconfiguring	of	the	face.1	This	attack	on	the	photographic	portrait	as	a	signifier	of	bourgeois	individuation	has	also	been	aided	by	visual	culture	theorists	such	as	Allan	Sekula,	who	positioned	the	portrait	in	a	hierarchical	archive	where	“the	look	at	the	frozen	gaze-of-the-loved-one	was	shadowed	by	two	other	more	public	looks:	a	look	up,	at	one’s	‘betters,’	and	a	look	down,	at	one’s	‘inferiors.’”2	Following	in	this	tradition	is	the	contemporary	focus	on	the	constraints	of	social	media	platforms	that	format	and	enable	everyday	digital	portraiture,	over	and	above	the	potential	for	psychological	insight.		These	critiques,	however,	seem	to	have	done	little	to	dampen	the	everyday	desire	for	inner	lives	to	be	revealed	through	represented	faces.	Consequently,	some	theorists	have	resorted	to	unconscious	drives	to	explain	viewers’	engagement	with	photographic	portraits.	For	example,	Lee	Siegel,	in	an	introductory	essay	to	a	major	portraiture	exhibition,	claims	that		
                                       
1	For	the	challenge	to	the	photographic	portrait	by	twentieth-century	photo-media	artists	see:	Cornelia	Kemp	and	Susanne	Witzgall,	The	Other	Face:	Metamorphoses	of	the	Photographic	Portrait	(München:	Prestel,	2002).	For	digital	photo-media	portraiture	see:	William	A.	Ewing,	Face:	The	New	
Photographic	Portrait	(London:	Thames	and	Hudson,	2008).	2	Allan	Sekula,	“The	Body	and	the	Archive,”	October	39	(Winter	1986):	10.	
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we	still	instinctively	believe	in	the	authority	of	the	face,	even	as	we	are	more	and	more	drawn	into	cultural	practices	that	make	the	face	an	irrelevant	or	unreliable	form	of	knowledge.3 	This	apparent	cognitive	dissonance	is	the	consequence	of	continuing	to	interpret	portraits	as	texts	for	the	analysis	of	truth-value.	Pathways	out	of	this	representational/epistemological	cul-de-sac	are	being	charted	by	several	scholars	through	the	development	of	intersubjective	approaches	to	portraiture.	Jenny	Edkins,	drawing	on	the	work	of	philosopher	Jean-Luc	Nancy,	argues	that	a	productive	way	of	understanding	photographic	portraiture	is	as	interface	rather	than	as	representation:		Is	it	that	a	portrait	exposes	or	produces	a	subject—exposes	it	as	not	something	hidden	behind	the	face	in	the	image,	but	rather	something	presented	on	the	surface,	neither	inside	or	outside,	but	at	the	intersection	of	“self”	and	“other”?	Is	it	what	displaces	us	from	where	we	think	we	reside:	inside	our	heads?4		Although	Edkins	acknowledges	that	photography	has	played	a	crucial	role	in	the	objectification	of	“self”	and	“other,”	she	proposes	that	photographic	portraiture	is	still	able	to	hold	the	viewer	at	an	interface	where	the	“uncanny	relationality	of	subjectivity”	can	be	experienced.5	This	relational	understanding	of	portraiture	has	been	explored	from	another	vantage	point	by	Catherine	Soussloff	in	her	study	of	the	portrait	in	modernity.	Building	on	Jean-Paul	Satre’s	The	Psychology	of	the	
Imagination	and	Judith	Butler’s	Subjects	of	Desire,	Soussloff	extends	the	subject/viewer	dyad	to	include	the	subjectivity	of	the	artist.	From	this	view	
                                       
3	Lee	Siegel,	“On	the	Face	of	It,”	in	Striking	Resemblance:	The	Changing	Art	of	Portraiture,	ed.	Donna	Gustafson	and	Susan	Sidlauskas	(New	York:	Prestel,	2014),	78.	4	Jenny	Edkins,	Face	Politics	(New	York:	Routledge,	2015).	Edkins	draws	on:	Jean-Luc	Nancy,	“The	Look	of	the	Portrait,”	in	Multiple	Arts	:	The	Muses	2,	ed.	Simon	Sparks	(Stanford,	CA:	Stanford	University	Press,	2006).	5	Edkins,	Face	Politics,	30.	
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portraiture	is	driven	by	a	desire	“for	social	connection	through	visible	means.	The	portrait	makes	visible	what	we	imagine	of	others.”6			This	intersubjective	understanding	of	the	portrait	can	be	advanced	through	a	study	of	moving	image	portraiture,	as	performance	over	time	brings	attention	to	the	triangulation	of	desire	and	demand	generated	through	the	interaction	of	artist/subject/viewer.	For	a	portrait	using	still	photography,	the	subject	must	bring	his	or	her	self-performance	into	temporary	resolution	only	for	the	brief	moment	of	exposure,	whereas	with	a	moving	image	portrait	this	performance	has	to	be	sustained	for	seconds,	minutes,	perhaps	an	hour.	As	Joanna	Lowry	has	noted,	this	is	portraiture	where	“the	question	of	the	subject’s	presence	in	relationship	to	the	spectator	is	changed	by	the	framing	of	the	encounter	in	time.”7	This	encounter	in	time	foregrounds	not	only	the	portrait	subject’s	performance	but	also	two	related	demands:	(a)	the	demand	placed	on	the	viewer	by	the	subject’s	performance;	and	(b)	the	originating	demand	placed	by	the	artist	on	the	subject.		Returning	to	Allan	Sekula’s	taxonomic	understanding	of	photographic	portraits	as	tokens	of	social	and	cultural	status,	moving	image	portraits	are	also	challenging	this	constraining	critique	through	portrait	series	and	works	of	group	portraiture:	cultural	forms	and	individual	self-expression	are	held	in	tension	without	collapsing	one	into	the	other.	Following	an	introduction	to	the	two	series	of	moving	image	portraits	that	frame	this	study,	the	article	takes	these	concepts	of	performance	across	time	and	taxonomy	to	map	routes	through	the	genre.		
Moving	Image	Portraiture:	Two	Reference	Series	This	article	is	framed	using	two	divergent	reference	points.	The	first	is	uncontroversial:	Andy	Warhol’s	Screen	Tests	(1964–1966).	Its	modes	of	production,	exhibition,	and	subject	performance	have	had	widespread	impact	on	the	genre.	The	
                                       
6	M.	Catherine	Soussloff,	The	Subject	in	Art:	Portraiture	and	the	Birth	of	the	Modern	(Durham,	NC:	Duke	University	Press,	2006),	13–14.	7	Joanna	Lowry,	“Portraits,	Still	Video	Portraits	and	the	Account	of	the	Soul,”	in	Stillness	and	Time:	
Photography	and	the	Moving	Image,	ed.	David	Green	and	Joanna	Lowry	(Brighton:	Photoforum/Photoworks,	2006),	69.	
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second	reference	point	comes	from	television.	Between	2001	and	2004,	the	Australian	public	broadcaster	the	Special	Broadcasting	Service	(SBS)	produced	around	1,000	station	identifications	(IDs)	portraying	the	faces	of	viewers	(figure	1).		
	
Figure 1. SBS Face ID “Carly,” 2001, 10 seconds. Video still. Courtesy of the Special Broadcasting Service. 	This	SBS	Face	ID	campaign	provoked	unprecedented	responses	from	audience	members,	with	significant	numbers	of	viewers	calling	to	complain.	At	the	time,	John	Stahel,	the	SBS	creative	director	responsible	for	the	campaign,	summarised	these	comments:		 Calls	to	our	switchboard	have	been	almost	universally	negative	and	have	been	from	mainly	older	viewers.	They	said	the	faces	“invaded	their	personal	space,”	that	they	were	“ugly”	and	that	they	frightened	them.8		However,	Stahel	noted	that	routine	SBS	audience	research	conducted	with	focus	groups	was	able	to	place	these	hostile	viewer	responses	in	a	broader	context:	although	around	twelve	per	cent	strongly	disliked	the	IDs,	approximately	seventy-five	per	cent	of	the	focus	group	participants	strongly	liked	them.	The	negative	responses	can	be	partly	accounted	for	by	the	flouting	of	the	usual	station	branding	
                                       
8	John	Stahel,	questionnaire	response,	March	2002,	unpaginated.	
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conventions.9	SBS	logos	and	other	animated	graphic	elements	have	a	minimal	presence.	The	soundtracks	are	composed	of	low-volume	textures	with	no	music,	no	jingle.	Instead,	portrait	signifiers	are	dominant:	the	subjects,	shown	in	black	and	white	with	studio	lighting,	appear	to	look	directly	at	the	viewer	and	are	each	identified	in	text	by	their	first	names.		Although	some	audience	members	may	have	been	disturbed	by	the	absence	of	branding	conventions	that	confronted	them	with	“unframed”	faces,	it	is	possible	that	this	absence	of	branding	also	permitted	the	strong	positive	audience	engagement	with	the	Face	IDs,	as	they	could	be	encountered	as	portraits	rather	than	as	marketing.	Yet	these	are	portraits	that	also	push	at	the	portrait	genre’s	boundaries:	as	each	subject	appears	to	look	to	the	viewer	for	ten	seconds,	rather	than	performing	a	self-consciously	presentational	pose	for	the	camera,	there	is	a	shift	in	focus,	attention,	and	expression	without	any	indication	of	the	stimulus	for	this	engagement.	Consequently,	there	are	wider	rationales	for	the	inclusion	of	the	SBS	Face	IDs	in	this	study	beyond	their	formal	referencing	of	photographic	portraiture.	The	Face	IDs	are	moving	image	portraiture	at	the	limits	of	duration	and	subject	presence:	they	are	fleetingly	short,	and	they	use	a	uniquely	self-effacing	performance	strategy.		
Performance	Over	Time	In	many	moving	image	portraits,	time	becomes	an	inescapable	subject.	In	these	portraits,	the	montage	of	classical	cinema	that	generates	temporal	intervals	and	a	sense	of	progression	is	absent.	Instead,	montage	is	used	simply	to	collate	similar	portrait	shots	into	series.	Within	each	portrait	shot,	there	is	not	even	the	protonarrative	that	is	evident	in	many	of	the	Lumière	Brothers’	single-shot	actuality	films.	For	example,	the	most	famous	of	these	films,	Workers	Leaving	the	Lumière	
Factory	in	Lyon	(La	Sortie	de	l’Usines	Lumière	à	Lyon)	(1894),	shows	the	entire	action	of	the	workers	leaving	the	factory	site	with	the	gate	closing	firmly	after	them.	In	the	Warhol	Screen	Tests,	by	contrast,	the	film	usually	begins	partway	into	the	subject’s	
                                       
9	This	article	refers	to	the	IDs	produced	in	the	first	year	of	the	campaign.		The	Face	IDs	were	then	substantially	modified	and	became	more	conventional	interstitials.	
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action	and	then	runs	out	as	the	action	continues.	Time,	which	is	usually	encapsulated	within	completed	actions	or	encoded	in	the	montage	of	edited	sequences,	rises	to	the	surface.		If	this	appearance	of	time	is	related	to	Gilles	Deleuze’s	time-image,	where	“time	is	out	of	joint	and	presents	itself	in	a	pure	state,”	it	is	not	because	the	Screen	Tests	employ	any	of	the	cinematic	techniques	of	Jean	Renoir	or	Jean-Luc	Godard	but	rather	because	they	show	the	existence	of	time	through	its	moment-by-moment	extension instead	of	through	its	division.10 The	subjects’	performances	of	this	temporal	extension	in	the	Screen	Tests	cluster	around	key	paradigms	that	permeate	the	genre	of	moving	image	portraiture.		
Performance	of	Extension:	Warhol’s	Screen	Tests	Between	1964	and	1966,	Andy	Warhol	made	approximately	five	hundred	silent,	mostly	black-and-white	films	of	friends	and	celebrities,	including	many	of	the	writers,	artists,	musicians,	actors,	and	models	who	made	up	New	York’s	avant-garde	scene.11	Here	I	confine	my	discussion	to	the	selection	of	twenty-eight	Screen	Tests	that	were	shown	by	the	Museum	of	Modern	Art,	New	York,	in	2003	and	that	subsequently	toured	to	other	galleries	and	so	have	been	more	widely	seen.	The	performances	of	the	subjects	of	these	Screen	Tests	cluster	around	three	poles:		•	First	pole:	These	subjects	stare	resolutely	at	the	camera,	barely	moving	an	eyelid	(for	example,	Richard	Rheem	and	Susan	Bottomly).		•	Second	pole:	These	subjects	do	not	attend	directly	to	the	camera	but	rather	appear	to	invent	their	performances	improvisatorially	(for	example,	Susan	Sontag,	Dennis	Hopper,	and	Cass	Elliott).		
                                       
10	Gilles	Deleuze,	Cinema	2:	The	Time	Image,	trans.	Hugh	Tomlinson	and	Barbara	Habberjam	(London:	Continuum,	2005),	271.	11		See:	Callie	Angell,	Andy	Warhol	Screen	Tests:	The	Films	of	Andy	Warhol:	Catalogue	Raisonné	(New	York:	H.	N.	Abrams;	Whitney	Museum	of	American	Art,	2006).	
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•	Third	pole:	These	subjects	carry	out	repeated	gestures	(for	example,	Lou	Reed	drinks	a	Coke;	James	Rosenquist	spins	erratically	on	the	spot;	Jane	Holzer	chews	gum).		For	this	article,	I	focus	on	the	first	and	second	performance	strategies	of	temporal	extension	through	a	held	pose	or	through	improvisation,	as	these	strategies	offer	the	greatest	potential	for	comparison	with	recent	moving	image	portraiture.		
Extension	Through	Stasis	Creating	moving	image	portraits	by	inviting	subjects	to	hold	a	pose	raises	the	question	of	the	durations	of	filming	and	screening.	Although	several	of	the	subjects	in	the	Screen	Tests	stare	fixedly	at	the	camera,	they	were	only	required	to	maintain	their	gaze	for	three	minutes,	the	duration	imposed	by	the	hundred-foot	length	of	the	roll	of	film.	By	contrast,	video	recording	can	continue	uninterrupted	for	hours.	Limits	therefore	have	to	be	imposed	by	the	artists,	the	logistics	of	the	location,	or	the	stamina	of	the	subjects,	as	there	is	nothing	implicit	in	the	action	of	posing	that	provides	a	beginning	or	an	end.	For	every	moment	the	portrait	is	extended,	there	are	consequences	for	subjects,	artists,	and	viewers.	These	consequences	are	inescapable	in	a	series	of	moving	image	portraits	made	by	photo-media	artist	Thomas	Struth.		
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Figure 2. Thomas Struth, Frank Baumgarten, Helsinki 1996. Video still. Courtesy of the artist. ©Thomas Struth.  	Between	1996	and	2003,	Struth	made	six	moving	image	portraits	in	Portraits—One	
Hour	(figure	2).	Held	in	continuous	head-and-shoulders	shots,	the	subjects	look	at	the	camera	lens	for	one	hour,	although	the	portraits	have	been	shown	mainly	as	twenty-minute	excerpts.	Struth	has	been	strongly	influenced	by	the	photographic	portraiture	of	August	Sander	and	the	Neue	Sachlichkeit	movement	(literally	new	
thing-in-itselfness)	that	emerged	in	Germany	in	the	1920s.	Sander’s	portraiture	was	based	on	the	straightforward,	direct	presentation	of	his	portrait	subjects	to	the	camera,	in	contrast	to	the	“decisive	moment”	school	of	photographic	portraiture	exemplified	by	the	work	of	Henri	Cartier-Bresson.	This	latter	approach	seeks	to	elicit	portraits	of	penetrating	psychological	insight	through	an	intense	theatre	of	engagement	between	photographer	and	subject.	The	selected	moment	of	the	exposure,	although	clearly	transitory,	claims	to	embody	fundamental	truths	of	the	subject’s	character.	For	Struth,	however,	working	with	Sander’s	more	objective	vision,	there	are	no	provocations,	no	heightened	moments	of	encounter	but	rather	invitations	for	the	subjects	to	present	themselves	without	artifice	to	the	camera.	When	Struth	began	making	moving	image	portraits	following	many	years	of	still	portraiture,	he	continued	this	direct,	presentational	approach.		
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The	Metropolitan	Museum	of	Art	(MOMA),	when	it	exhibited	Thomas	Struth’s	“mesmerizing	video	portraits”	in	2003,	claimed	that	by	“reducing	the	entire	vocabulary	of	art	to	its	simplest	premise—to	look,	to	see,	and	to	reflect—the	video	portraits	invite	discernment,	receptivity,	and	calm	self-reflection”	(italics	in	original).12 This	understanding	of	Struth’s	moving	image	portraits	proposes	subjects	who	transcend	the	world	of	superficial	self-performance	and	therefore	inspire	the	viewer’s	contemplation	of	the	essential	self.	Yet	several	critics	found	that	when	viewing	the	portraits,	their	primary	awareness	was	of	the	subjects’	struggles	to	maintain	the	pose:	“The	viewer’s	eyes,	looking	for	the	action,	seize	on	any	tiny	change,	little	twitches,	and	involuntary	gulps,	so	that	it	becomes	a	portrait	of	discomfiture,	more	than	of	character.”13	This	“discomfiture”	is	one	of	the	most	revealing	qualities	of	these	performances.	The	“twitches	and	involuntary	gulps”	portray	the	tiny	pitched	battles,	the	little	moments	of	defeat,	where	the	body	cannot	be	forced	to	meet	the	artist’s	demand	of	stasis.	For	screen	arts	scholar	Joanna	Lowry,	this	vulnerability,	to	some	extent,	redresses	the	power	imbalance	between	spectator	and	portrait	subject	that	she	identifies	as	inherent	in	the	long	duration	of	the	works,	where	the	spectator	felt	compelled	to	return	the	gaze,	to	watch	back,	but	inevitably	could	not	meet	the	challenge—was	out-faced,	and	turned	to	move	on	to	the	next	encounter	uncomfortably	aware	of	his	or	her	irrelevance	to	the	subject	they	had	left	behind.14		For	Lowry,	this	gazing	fatigue	foregrounds	the	acts	of	looking	of	both	the	subject	and	the	viewer,	demonstrating	that	the	meeting	of	subject	and	viewer	gazes	is	illusory	and	that	the	camera/screen	plane	is	a	“fault-line	in	the	visible”	that	“defines	the	difference	and	distance	between	us.”15	This	self-awareness	on	the	part	of	the	viewer	could	presumably	close	off	any	further	engagement	with	the	portrait.	However,	Lowry	claims	that	the	performances	of	the	portrait	subjects	afford	an	alternative	
                                       
12	“Thomas	Struth,”	The	Metropolitan	Museum	of	Art,	http://www.metmuseum.org/about-the-museum/press-room/exhibitions/2002/thomas-struth/.	13	John	Zeaman,	“Beauty,	Grand	and	Twice	Removed:	Thomas	Struth	Comes	up	with	the	Big	Picture,”	
The	Record,	7	February	2003.	14	Joanna	Lowry,	“Projecting	Symptoms,”	in	Screen/Space:	The	Projected	Image	in	Contemporary	Art,	ed.	Tamara	Trodd	(Manchester:	Manchester	University	Press,	2011),	105.	15	Ibid.,	106.	
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means	of	engagement:	the	struggles	of	these	subjects	with	the	constraints	of	their	portrait	sittings	manifest	a	“psychic	fragility.”	This	fragility	in	turn	addresses	a	viewer	“who	can	see	and	interpret	the	vulnerability	of	the	subject	portrayed.”16		The	viewer’s	empathy	with	the	vulnerability	of	the	subjects	of	Thomas	Struth’s	one-hour	portraits	arises	not	only	from	the	subjects’	submission	to	an	act	of	endurance	but	also	from	an	awareness	of	the	effort	required	in	everyday	self-presentation.	Rather	than	bringing	attention	to	this	effort	through	long	durations,	the	artist	Feng	Feng	has	employed	a	subtle	postproduction	technique	in	his	multichannel	portrait	installation	Keeping	Smile	(2013;	figure	3).	This	work	comprises	seven	vertically	oriented	LCD	screens,	with	each	screen	showing	a	looped	close-up	shot	that	runs	between	three	and	five	minutes.	The	subjects	smile,	heads	raised	slightly.	As	the	subjects	hold	their	smiling	expressions,	little	facial	actions	are	foregrounded:	eyelids	blink,	cheeks	quiver,	tongues	moisten	lips,	muscles	at	the	corners	of	mouths	twitch,	while	the	eyes	occasionally	deviate	from	their	required	focus	and	briefly	glance	toward	the	camera.	After	viewing	this	installation	for	thirty	seconds	or	so,	the	reason	for	the	prominence	of	these	movements	becomes	evident:	the	videos	are	being	played	backward,	infusing	each	tiny	muscular	movement	with	a	slightly	alien	quality	that	highlights	the	complexity	of	presenting	even	a	simple	facial	expression	to	the	world.		
	
Figure 3. Feng Feng, Keeping Smile, 2013, seven-channel screen installation. Installation view (detail). Courtesy of the 
artist. Photograph: Stephen Burstow. 
 
                                       
16	Ibid.	
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As	a	professor	at	the	Guangzhou	Academy	of	Fine	Arts,	Feng	Feng	has	been	recording	video	portraits	of	each	of	the	thirty	or	so	new	students	in	each	year’s	intake	since	2011.	Although	his	primary	motivation	for	the	filming	of	the	student	portraits	is	archival,	he	has	also	acknowledged	the	attention	this	work	brings	to	the	labour	of	bodily	performance:	“What	you	have	to	pay	for	a	beautiful	facial	expression	is	awkwardness	and	convulsions	of	facial	muscles.”17	By	reversing	and	temporally	extending	what	is	usually	a	momentary	expression	of	social	communication,	Keeping	
Smile	demonstrates	the	potential	for	moving	image	portraiture	to	imbricate	the	demands	of	an	artist,	an	educational	institution,	and	the	wider	society	with	the	subject’s	struggle	to	meet	those	demands.	
 
Extension	Through	Improvisation			The	second	strategy	of	performance	extension	evident	in	Warhol’s	Screen	Tests	is	improvisation.	Here,	the	constraints	of	stasis	and	focus	have	been	loosened,	with	the	subjects	being	given	the	apparent	freedom	to	invent	themselves	in	front	of	the	camera,	moment	by	moment.	Reviewing	the	MOMA	exhibition	of	the	Screen	Tests	for	the	New	York	Times,	Sarah	Boxer	responds	in	particular	to	the	screen	tests	of	Susan	Sontag,	Dennis	Hopper,	and	Cass	Elliott.	This	is	her	description	of	the	Susan	Sontag	film	(figure	4):18		
                                       
17	Email	message	to	the	author,	June	2016.	18	Warhol	made	seven	screen	test	films	with	Sontag.	Two	others	appear	to	have	been	filmed	at	the	same	sitting	as	the	one	under	discussion	here.	The	remaining	four	were	staged	for	the	filming	of	an	item	on	the	BBC	arts	series	Monitor	titled	“Cheese!	Or	What	Really	Did	Happen	in	Andy	Warhol’s	Studio,”	transmitted	on	13	July	1965.	
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Figure 4. Andy Warhol, Screen Test: Susan Sontag [ST321], 1965, black and white, silent, 4 minutes 30 seconds at 16 
frames per second. Frame still. © The Andy Warhol Museum, Pittsburgh, PA, a museum of Carnegie Institute. All rights 
reserved.  	She	looks	to	the	left,	smiles,	puts	on	her	cat-eye	shades,	takes	them	off,	sighs,	plays	with	her	hair,	puts	it	behind	her	ear,	looks	down,	left,	right,	front,	smiles	and	finally	decides	to	shut	her	eyes.	Will	the	film	never	end?	She	puts	the	earpiece	of	her	glasses	in	her	mouth	and	shrugs.	What	shall	I	do?	What	can	I	do?	Finally,	shot	in	profile,	she	is	at	peace,	but	the	test	is	coming	to	an	end.19		What	Sarah	Boxer	captures	in	this	account	are	the	subtle	shifts	in	focus	and	intention	that	drift	across	Sontag’s	face.	There	are	no	glamorous	poses	or	attempts	to	project	a	contained,	controlled	personality.	Consequently,	the	viewer	is	affected	by	a	sense	of	Sontag’s	openness	and	vulnerability.		This	unscripted,	improvised	quality	has	been	sought	out	by	several	artists	working	in	moving	image	portraiture.	Some	have	used	a	strategy	similar	to	that	employed	by	
                                       
19	Sarah	Boxer,	“Andy	Warhol's	'Screen	Tests'	Were	3-Minute	Eternities,”	review	of	Andy	Warhol’s	Screen	Tests,	Museum	of	Modern	Art,	New	York,	New	York	Times,	23	May	2003.	
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observational	documentary	filmmakers	who	film	subjects	completely	engaged	in	a	situation	or	event	and	use	minimal	editing	with	no	interviews,	narration,	or	voiceover.	Returning	to	moving	image	portraiture	after	ten	years	of	still	photography,	artist	Rineke	Dijkstra	took	this	observational	approach	for	some	of	the	portraits	in	her	New	York	show	in	2010.	The	work	that	elicited	the	strongest	critical	response	was	a	three-screen	installation	I	See	a	Woman	Crying	(Weeping	Woman)	(2009;	see	figure	5).20	The	weeping	woman	is	Picasso’s	1937	painting	Weeping	
Woman,	but	this	showpiece	of	the	Tate	Modern’s	collection	is	never	shown.	Dijkstra	set	up	a	small	studio	within	the	Tate	Liverpool	and	filmed	a	group	of	nine	British	schoolchildren	who	were	around	twelve	years	of	age.	They	are	shown	puzzling	over	an	off-screen	reproduction	of	the	painting	that	was	placed	beneath	one	of	the	cameras.		
Figure 5. Rineke Dijkstra, I See a Woman Crying (Weeping Woman), 2009, three-channel HD video, 12 minutes. 
Installation view. Courtesy of the artist and the Marian Goodman Gallery. Photograph: John Berens. 	Dijkstra	carefully	considered	the	choice	of	artwork	as	well	as	the	age	of	the	subjects.	In	an	interview	for	her	Guggenheim	New	York	retrospective	in	2012,	she	explained:		
                                       
20	Roberta	Smith,	“A	Return	to	Video	Is	Moving,”	review	of	Rineke	Dijkstra,	Marian	Goodman	Gallery,	New	York,	ibid.,	13	August	2010.	
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Weeping	Woman	seemed	suitable	to	me	because	you	see	emotion;	you	can	respond	to	that.	At	the	same	time,	the	painting	is	somewhat	abstract,	which	makes	it	impossible	to	assign	a	precise	name	to	everything.21		She	decided	that	the	children,	being	in	the	last	year	of	primary	or	grade	school,	were	“the	perfect	age:	they’re	not	quite	teenagers	yet,	they	haven’t	lost	their	uninhibited	quality.	They’ve	definitely	given	thought	to	things,	they	know	things,	but	they	have	no	reticence.”22	Over	the	course	of	the	twelve-minute	group	portrait,	the	children	respond	to	Picasso’s	depiction	of	his	subject,	Dora	Maar,	with	a	diverse	range	of	questions	and	hypotheses:	“I	see	a	woman	crying.”	“Has	someone	passed	away?”	“Maybe	because	she	is	lonely?”	“Unless	it	was	based	on	a	real	person	and	he	drew	it,	like	that	is	how	they	would	feel	inside.”	“He	paints	how	people	feel.”23  	Up	to	this	point,	the	moving	image	portraits	under	consideration	have	been	silent	works	or,	in	the	case	of	the	SBS	Face	IDs,	have	only	a	minimal	soundtrack.	Is	it	possible	that	the	verbal	texts	in	I	See	a	Woman	Crying	open	up	discursive	narratives	that	place	this	work	in	the	ambit	of	documentary	film	rather	than	portraiture?	Although	the	three-screen	presentation	already	shifts	the	work	beyond	classical	single-screen	cinema	exhibition,	the	primary	contrast	between	I	See	a	Woman	Crying	and,	say,	a	documentary	film	about	a	class	of	schoolchildren	is	the	absence	of	the	orientating	narratives	of	a	film.	The	viewer	knows	nothing	about	the	teacher	or	the	usual	classroom	hierarchies	but	instead	is	thrust	into	the	midst	of	a	whirlpool	of	shifting	emotions	and	apprehensions,	grasping	at	facial	expressions	and	brief	snatches	of	dialogue.	For	the	viewer,	the	resulting	experience	of	affect	can	be	illuminated	through	Gilles	Deleuze’s	concept	of	the	affection-image,	which	he	contrasts	with	the	goal-oriented	action-image.24	In	the	affection-image,	conventional	
                                       
21	Jan	van	Adrichem,	“Realism	in	the	Smallest	Details:	Rineke	Dijkstra	Interviewed	by	Jan	Van	Adrichem,”	in	Rineke	Dijkstra:	A	Retrospective,	ed.	Chelsea	Spengemann	(New	York:	Solomon	R.	Guggehnheim	Foundation,	2012),	58.	22	Ibid.	23	Transcribed	from	the	video	excerpt	at:	“Rineke	Dijkstra:	I	See	a	Woman	Crying	at	the	Temporary	Stedelijk,”	http://www.designboom.com/art/rineke-dijkstra-i-see-a-woman-crying-at-the-temporary-stedelijk/.	24Gilles	Deleuze,	Cinema	1:	The	Movement	Image	and	Cinema	2:	The	Time	Image,	trans.	Hugh	Tomlinson	and	Barbara	Habberjam	(London:	Athlone,	1986).	
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narrative	flow	is	halted,	and	the	representations	of	time	and	space	become	highly	subjective.	The	power	of	this	image	comes	through	the	face:		 The	affect	is	like	the	expressed	of	the	state	of	things,	but	this	expressed	does	not	refer	to	the	state	of	things,	it	only	refers	to	the	faces	which	express	it	and,	coming	together	or	separating,	give	it	its	proper	moving	context.	25		Deleuze	is	here	describing	affect	in	the	context	of	Carl	Dreyer’s	film	The	Passion	of	
Joan	of	Arc	(1928),	and	although	this	is	a	film	with	intertitles	rather	than	synchronous	dialogue,	his	description	is	also	apposite	in	the	case	of	works	such	as	I	
See	a	Woman	Crying.	In	this	portrait,	there	does	exist	a	“state	of	things”	contributed	by	the	viewer	based	on	his	or	her	recollections	of	children,	art	galleries,	and	Picasso.	But	as	in	Dreyer’s	film,	the	faces	in	Dijkstra’s	portrait	engage	the	viewer	with	an	affective	force	that	escapes	determination	by	that	state.	Although	the	children	in	I	See	
a	Woman	Crying	have	a	putative	objective	(unlike	Susan	Sontag	in	her	Screen	Test),	a	search	for	an	authoritative	interpretation	of	the	Picasso	painting	is	never	the	concern	of	Dijkstra’s	group	portrait.	Instead,	as	with	the	Sontag	Screen	Test,	the	viewer	is	held	to	the	unfolding	surface	of	the	work	through	each	shift	in	the	subjects’	expressions.	This	affordance	of	moment-by-moment	encounter	through	the	extension,	rather	than	division,	of	performance	is	a	strength	of	moving	image	portraiture	that	will	be	explored	further	in	relation	to	the	SBS	Face	IDs.		
Taxonomy	August	Sander’s	project,	People	of	the	Twentieth	Century	(1892–1952),	has	become	emblematic	of	the	systematic	classification	of	a	people	through	photographic	portraiture.	In	his	seminal	essay	“The	Body	and	the	Archive,”	Allan	Sekula	contrasts	this	taxonomic	model	with	Walker	Evans’s	humanistic	attempt,	through	the	portraiture	of	his	American	photo	books,	to	“counterpose	the	‘poetic’	structure	of	the	sequence	to	the	model	of	the	archive.”26	Thomas	Struth,	despite	his	debt	to	the	work	
                                       
25	Cinema	1:	The	Movement	Image,	110.	26	Sekula,	“The	Body	and	the	Archive,”	59.	
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of	Sander,	as	noted	above,	attempted	to	side-step	the	question	of	social	typology	in	his	one-hour	portraits	by	selecting	only	middle-class	subjects,	perhaps	hoping	to	universalise	his	project	beyond	class	taxonomy.	By	contrast,	many	artists	working	with	moving	image	portraiture	have	engaged	simultaneously	with	both	structuring	cultural	taxonomy	and	poetic,	individual	expression	through	a	playfulness	that	keeps	both	paradigms	in	tension.	Andy	Warhol—and	more	recently	Candice	Breitz—have	employed	the	ambiguities	of	shifting	portrait	series	and	the	multiplicities	of	group	portraiture	to	open	up	this	territory.		Andy	Warhol’s	films	The	Thirteen	Most	Beautiful	Boys,	The	Thirteen	Most	Beautiful	
Women	and	Fifty	Fantastics	and	Fifty	Personalities	(1964–1966)	were	the	titles	given	to	changing	compilations	of	the	Screen	Tests.	Warhol’s	titles	presciently	refer	to	what	has	become	list	culture:	top	tens,	top	one-hundreds,	and	bucket	lists	that	rank	any	product,	person,	performance,	or	experience.	By	frequently	changing	the	line-ups	of	these	films	Warhol	flaunted	the	personal	contingency	of	any	selection	criterion	while	promising	an	insight	into	the	elusive	charisma	and	desirability	that	lay	behind	celebrity.	The	number	thirteen	in	the	compilations	of	beautiful	boys	and	women	alludes	to	Warhol’s	still-image	work	of	the	same	period,	Thirteen	Most	Wanted	Men	(1964).	Produced	for	the	exterior	of	the	New	York	State	Pavilion	at	the	1964	World’s	Fair,	the	mural	was	based	on	a	New	York	State	pamphlet	that	depicted	the	state’s	thirteen	most	wanted	criminals.	In	this	work	Warhol	appropriates	the	regime	of	police	surveillance,	infusing	the	mug	shots	with	homosexual	longing	and	the	seductive	power	of	the	gangsters’	infamy.	As	with	the	various	Screen	Tests	compilations,	any	process	of	taxonomic	selection	is	made	unstable	through	personal	desire.27		Where	Andy	Warhol	experimented	with	the	effects	of	compiling	moving	image	portraits	into	series,	artist	Candice	Breitz	has	recently	employed	multichannel	techniques	to	simultaneously	present	multiple	portrait	performances	rather	than	screening	them	in	a	linear	sequence.	Through	this	multiscreen	technique,	Breitz	
                                       
27	For	a	detailed	study	of	this	work	see:	Oliver	Watts,	“Warhol:	Images	of	Infamy	and	Underpinning	Power,”	in	Transparency,	Power,	and	Control:	Perspectives	on	Legal	Communication,	ed.	V.	K.	Bhatia	(Farnham:	Ashgate,	2013),	252–258.	
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explores	the	way	contemporary	subjects	use	cultural	resources,	from	pop	songs	to	inspirational	videos,	in	the	act	of	self-constitution.	Her	best-known	work	is	a	series	of	moving	image	“portraits”	of	pop	musicians:	Legend	(A	Portrait	of	Bob	Marley),	King	(A	
Portrait	of	Michael	Jackson),	Queen	(A	Portrait	of	Madonna)	(all	2005),	and	Working	
Class	Hero	(A	Portrait	of	John	Lennon)	(2006).	The	titular	subjects	of	these	portraits	never	appear.	Instead,	Breitz	invited	fans	of	these	musicians	to	sing	and	dance	their	way	through	the	eponymous	albums.	By	contrast	with	most	YouTube	fan-produced	music	videos,	Breitz	features	the	voices	of	the	fans	rather	than	the	original	tracks.		Each	portrait	was	filmed	in	a	different	city.	In	Legend,	filmed	in	Jamaica,	the	fans	project	a	strong	national	identity	through	their	emotional	commitment	and	relatively	uniform	appearance,	whereas	in	King,	filmed	in	Berlin,	the	fans	incorporate	Michael	Jackson	dance	moves	and	other	iconography	into	a	wider	range	of	personal	styles.	Yet	across	all	these	multichannel	installations,	the	shared	song	texts	clearly	inspire	idiosyncratic,	individual	performances,	along	with	the	collective	expressions	of	fandom,	particularly	as	the	viewer	hears	the	fans’	voices	without	even	a	karaoke-style	backing	track.			In	her	recent	trilogy	of	moving	image	portraits,	The	Woods	(2012),	Breitz	has	shifted	her	attention	from	global	music	to	global	film.	Each	of	these	portraits	is	set	in	one	of	the	world’s	major	film	industries:	Hollywood	(United	States),	Bollywood	(India),	and	Nollywood	(Nigeria).28	In	Hollywood,	for	The	Audition,	Breitz	filmed	twenty-five	child	actors	who	had	yet	to	be	cast	in	a	film	or	television	production	(figure	6).	Using	the	format	of	the	screen	test,	Breitz	set	the	actors	a	series	of	standard	tasks	but	also	required	them	to	perform	monologues	based	on	career	advice	videos	made	by	casting	directors	and	acting	coaches	featuring	stories	of	self-awareness,	training,	commitment,	sacrifice,	and	(hopefully)	success.		
                                       
28	For	production	background	see:	Trevor	Smith,	“Lost	in	the	Woods,”	in	Candice	Breitz:	The	Woods	(Melbourne:	The	Australian	Centre	for	the	Moving	Image,	2012),	34-39.	
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Figure 6. Candice Breitz, The Audition, 2012, from the trilogy The Woods, six-channel installation, 70 minutes 33 
seconds. Installation view. Commissioned by ACMI (Melbourne) and PEM (Salem). Courtesy of the artist. Photograph: 
Alex Fahl.  	As	Breitz	puts	these	young	actors	through	the	various	tasks	of	the	screen	test,	the	viewer	is	instantly	aware	of	each	child’s	highly	developed	presentational	style.	This	is	evident	not	only	through	the	performance	of	the	monologues	but	also	through	the	singing	and	dancing	tasks,	with	some	of	the	children	even	performing	self-penned	songs.	The	viewer	becomes	a	casting	director,	assessing	these	skills	and	also	looking	for	that	extra	something:	the	charisma	that	might	just	give	this	child	the	edge	in	a	highly	competitive	industry.		This	viewer	experience	is	closely	aligned	with	the	diagnostic	gaze	that	Joanna	Lowry	argues	is	afforded	by	some	screen-based	installation	art,	including	moving	image	portraits.29	Lowry	traces	this	gaze	to	the	nineteenth-century	photography	of	the	mentally	ill,	one	of	her	examples	being	the	photographs	taken	by	Albert	Londe	for	the	French	psychiatrist	Jean-Martin	Charcot	at	the	Salpêtrière	Hospital	for	the	Insane	in	Paris.	Charcot	believed	that	photography	could	help	differentiate	between	authentic	and	simulated	symptoms.	The	typical	expressions	of	hysteria	could	be	
                                       
29	Lowry,	“Projecting	Symptoms,”	93–109.	
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catalogued,	and	crucial	moments,	such	as	the	onset	of	a	seizure,	could	be	documented	for	analysis.	Charcot	also	held	weekly	lectures	where	his	star	patients	were	encouraged	to	perform	their	hysterical	symptoms	for	his	audience	of	doctors,	students,	and	the	general	public,	thereby	blending	the	spaces	of	theatre	and	clinic.	In	the	video	art	of	the	1960s	and	1970s,	with	its	pursuit	of	the	abject	and	testing	the	limits	of	bodily	and	psychological	endurance,	Lowry	sees	the	white-walled	studio/gallery	also	become	a	space	“in	which	every	gesture	or	expression	is	to	be	read	as	a	symptom.”30	Although	the	white	cyclorama	studio	setting	of	The	Audition	and	the	screen-test	format	may	orient	the	viewer	toward	this	diagnostic	position,	Breitz	has	developed	a	strategy	to	confront	viewers	with	their	own	diagnostic	gaze.		With	the	Warhol	Screen	Tests,	twenty-first-century	viewers	cannot	exclude	their	knowledge	of	the	subjects’	subsequent	life	stories.	Despite	the	Screen	Tests’	sense	of	presentness,	the	portraits	of	Edie	Sedgwick	or	Susan	Sontag	can	always	be	scrutinised	for	nascent	signs	of	the	tragic	life	cut	short	or	the	wide-ranging	career	of	a	major	intellectual.	The	child	subjects	of	The	Audition,	by	contrast,	exist	firmly	in	the	now.	This	is	the	eternal	present	of	the	young	talent	competition	where	competitors	can	be	spelling	geeks	or	musical	prodigies.	The	winners	are	awarded,	but	the	also-rans	are	never	tragic:	they	are	subsumed	by	the	greater	ongoing	celebration	of	youthful	potential.	Breitz’s	The	Audition	sublates	the	underpinning	of	this	youth	potential	paradigm	and	exposes	the	contradictory	forces	at	play.	The	set	monologues	based	on	career	advice	videos	confront	the	narratives	of	success	through	talent	and	commitment	with	an	awareness	of	a	Hollywood	industry	that	requires	armies	of	young	hopefuls	in	order	to	function—an	industry	with	high	rates	of	attrition	and	shifting,	idiosyncratic	requirements.	The	viewer’s	taxonomy	is	revealed	as	inadequate:	the	desire	to	differentiate	based	on	evidence	of	skill	and	dedication	is	recontextualised	by	the	monologue’s	wider	referencing	of	the	film	industry’s	demands.		The	works	of	Candice	Breitz,	together	with	the	Screen	Test	compilations	of	Andy	Warhol,	demonstrate	the	ability	of	moving	image	portraiture	to	expose	taxonomic	
                                       
30	Ibid.,	97.	
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systems.	Although	Warhol	destabilised	the	classification	of	beauty	and	charisma	through	his	shifting	Thirteen	Most	Beautiful…	compilations,	Breitz’s	use	of	the	casting	industry’s	career-advice	texts	disrupts	the	viewer’s	attempts	to	rank	the	young	performers	according	to	any	agreed-upon	criteria.	Breitz’s	music-based	group	portraits	also	leave	a	space	open	for	the	portrait	subject’s	self-expression,	rather	than	portraying	the	individual’s	performance	as	fully	determined	by	the	forms	of	global	pop	culture	fandom.		
SBS	Face	IDs:	Just	This	Face,	Here,	Now	Returning	finally	to	the	Face	IDs,	their	consideration	up	to	this	point	has	thrown	up	stories	of	absence:	as	television,	they	minimise	the	usual	genre	signifiers;	and	as	moving	image	portraits	they	have	a	minimal	duration—running	at	ten	seconds	they	provided	viewers	with	only	tantalising	(or	traumatising)	glimpses.	But	perhaps	the	most	fundamental	absence	is	that	the	subjects	of	the	IDs	have	no	discernible	object	of	consciousness.	This	singularity	of	the	Face	IDs	was	facilitated	through	the	modification	of	a	standard	production	technique.			When	SBS	creative	director	John	Stahel	conducted	tests	for	the	IDs,	the	subjects	were	asked	to	simply	look	at	the	camera	lens.	Stahel	found	that	these	test	performances	merely	communicated	the	subjects’	awareness	of,	and	focus	on,	the	camera.	To	shift	the	subjects’	awareness,	he	then	tested	the	technique	of	projecting	excerpts	of	SBS	programs	in	front	of	the	lens	using	an	Autocue	system.31	Stahel,	having	initially	imagined	a	“studious,	still	portrait,”	was	delighted	by	the	expressiveness	of	the	test	subjects’	responses	to	the	video.32		One	of	the	most	fundamental	tenets	of	phenomenology	is	that	all	consciousness	is	consciousness	of	something.	In	the	Face	IDs,	reference	to	this	something	is	stripped	away,	including	the	consciousness	of	self	usually	required	to	pose	for	a	portrait.	The	
                                       
31	Autocue,	also	known	as	teleprompt,	is	used	primarily	to	project	text	in	front	of	the	lens	for	television	newsreaders	and	presenters.			32	John	Stahel,	in	discussion	with	author,	February	2014.		
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viewer	is	left	with	the	facial	expressions	that	indicate	perception,	cognition,	and	affect	without	being	aware	of	their	object.	For	viewers	who	“strongly	liked”	the	IDs,	this	may	have	presented	two	options:	(a)	to	wonder	about	the	object	of	the	screen	subject’s	engagement;	or	(b)	to	simply	enter	a	facial	theatre	where	the	gestural	choreography	is	complete	in	itself.	Subtly	shifting	expressions	that	indicate	delight	or	focused	attention	can	be	enjoyed	without	triggering	a	need	to	interpret	the	subject’s	intention:	a	surf	down	the	wave	of	affect	without	concern	for	how	to	pull	out	at	the	end	of	the	ride.		This	consciousness-without-object	quality	of	the	Face	IDs	brings	to	attention	a	phenomenon	that	is	particular	within	the	domain	of	moving	image	portraiture:	the	small,	ephemeral,	unfolding	moments	of	consciousness	that	were	discussed	previously	in	relation	to	Rineke	Dijkstra’s	I	See	a	Woman	Crying	and	Warhol’s	Susan	Sontag	Screen	Test.	Even	in	the	works	by	Thomas	Struth	and	Feng	Feng,	the	subjects’	small	somatic	struggles	with	the	holding	of	the	pose	subtly	subvert	their	performances	of	self-control.	As	Joanna	Lowry	observed	in	relation	to	the	Struth	one-hour	portraits,	these	involuntary	facial	movements	shift	the	ocular	power	balance	between	viewer	and	portrait	subject,	thereby	permitting	an	alternative	mode	of	empathetic	engagement.		
Conclusion	Cinema	and	television	faces	are	enveloped	within	the	rhythms	of	montage	and	narration,	action	and	dialogue—rhythms	that	even	the	online	faces	of	YouTube	video	bloggers	cannot	escape.	By	contrast,	in	many	moving	image	portraits,	the	face	is	free	of	these	constraints:	the	temporal	experience	is	one	of	extension	rather	than	division.	At	the	extreme	of	the	endurance	portraiture	of	Thomas	Struth,	this	extension	affords	the	interrogation	of	the	gaze—here,	the	camera’s	demand	meets	the	subject’s	pose.	This	temporal	extension	also	exposes	the	fragility	of	the	body	and	the	somatic	limits	of	self-presentation—limits	that	are	revealed	by	Feng	Feng	through	reversing	the	video	of	his	smiling	subjects.	Beyond	the	constraints	of	the	held	pose,	moving	image	portraiture	has	revealed	the	extension	of	moment-by-moment	presence	through	the	
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improvisatory	performance	of	Susan	Sontag	in	her	Screen	Test	and	the	open-ended	struggles	for	meaning	in	Rineke	Dijkstra’s	I	See	a	Woman	Crying.		Through	series	and	group	portraiture,	Andy	Warhol	and	Candice	Breitz	revealed	systems	of	taxonomy	and	control	while	imbricating	them	with	the	idiosyncrasies	of	personal	desire.	And	finally,	the	SBS	Face	IDs	afforded	the	viewer	an	experience	that	is	all	surface:	no	revelation	of	character,	just	a	brief	ride	on	the	wave	of	bodily	expression.		Across	all	the	surveyed	moving	image	portraiture,	the	extension	of	performance	across	time	foregrounds	the	originating	demand	placed	by	the	artist	on	the	subject	and	the	demand	placed	by	the	subject’s	performance	on	the	viewer.	This	triangulation	of	demand	holds	the	viewer	at	the	intersection	of	self	and	other,	an	experience	of	intersubjectivity	that	displaces	the	search	for	the	essential	person	lying	behind	the	represented	face.	
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Chapter	2	
Looking	
My	artwork	Looking	(2015),	instantiates	three	themes	that	are	explored	in	the	previous	chapter	through	the	genre	of	moving	image	portraiture:	the	presence	of	the	screen	subject,	the	ontology	of	the	screen,	and	the	nature	of	the	intersubjective	screen-reliant	gaze.	While	being	informed	by	my	research	into	portraiture,	this	artwork	also	responds	to	the	quotidian	performances	of	online	video	bloggers.		According	to	Hagi	Keenan,	the	screen	is	able	to	maintain	its	hegemony	over	the	eye	through	its	transparency,	through	the	way	it	“conceals	the	material	substratum,	the	body	of	the	appearances’	surface.”1	Looking	responds	to	this	transparency	by	extruding	the	screen	and	its	frame	to	create	a	perspectival	cage	that	contains	all	action,	resisting	the	screen’s	effacement	(figure	7).	Within	this	abstracted	set,	the	performances,	executed	by	a	single	actor,	minimise	the	diegesis	of	setting,	character,	and	over-arching	narrative.	Rather,	the	impetus	for	all	the	performances	arises	from	intersubjective	looking.	The	gaze	of	the	performer,	or	sometimes	its	absence,	laminated	inextricably	to	the	screen,	provokes	the	viewer	to	consider	their	own	gaze	as	an	imaginative	act	of	exchange	and	world	creation.	The	multiplicity	of	the	performer’s	gaze	corresponds	with	the	variousness	of	contemporary	screen	engagement.	Rather	than	understand	the	screen	as	a	hegemonic	totality,	Looking	seeks	to	subjectivise	the	screen	through	employing	the	multiple	metaphors	of	barrier,	window	and	mirror.			The	exegesis	of	this	artwork	in	this	chapter	employs	the	following	structure:		•	Two	genres	that	were	researched	in	relation	to	the	making	of	the	work	are	surveyed:	YouTube	video	blogs	and	the	art-world	genre	of	moving	image	portraiture.	
                                       
1	Hagi	Kenaan,	The	Ethics	of	Visuality:	Levinas	and	the	Contemporary	Gaze,	trans.	Batya	Stein	(London:	I.B.	Tauris,	2013),	xvii.	
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This	survey	situates	a	discussion	of	the	intersubjective	gaze	and	the	presence	of	the	screen	subject.		•	The	ways	in	which	the	performances	portray	the	screen	metaphors	of	barrier,	window,	and	mirror	are	explored.	The	set	is	contextualised	through	a	consideration	of	theories	of	perspective	from	the	Italian	Renaissance	to	the	present.		•	The	task-based	approach	to	generating	performance	is	outlined,	together	with	a	consideration	of	the	performance	style	and	casting.			•	The	interactive,	multiscreen	aspects	of	Looking	are	considered	and	an	alternative	iteration	is	proposed.		
The	Artwork	
Looking	was	exhibited	as	a	multiscreen	interactive	installation	at	Massey	University’s	College	of	Creative	Arts,	29	June	to	1	July	2015,	as	part	of	the	exhibition	Virtually	Pop,	which	was	staged	in	conjunction	with	the	annual	conference	of	the	Popular	Culture	Association	of	Australia	and	New	Zealand.2	This	installation	offered	viewers	the	choice	of	twenty-six	video	scenes.	The	scenes	were	selected	via	two	iPads	and	projected	on	two	screens	placed	at	either	end	of	the	room.	The	durations	of	the	scenes	range	between	ten	seconds	and	four	minutes.		
                                       
2	See	Appendix	1	for	Virtually	Pop	exhibition	catalogue	excerpt.	
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Figure 7. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 8, video still. 	
YouTube	Whisper	Videos	In	considering	the	performance	and	presence	of	the	online	screen	subject,	the	presentation	of	video	bloggers	to	the	camera	is	a	crucial	phenomenon.	The	highly	intensified	to-camera	presentation	to	be	found	in	the	YouTube	genre	known	as	the	“whisper	video”	makes	this	a	particularly	appropriate	genre	for	researching	the	presentational	gaze.	This	genre	can	be	understood	through	the	recent	history	of	screen-based	presentational	looking.		Prior	to	the	advent	of	the	networked	home	computer,	the	people	who	spoke	directly	to	viewers	via	screens	were	mainly	professional	television	reporters	and	presenters.	The	advent	of	webcams	in	the	1990s	allowed	anyone	with	this	networked	technology	to	address	viewers	directly	via	websites.	The	paradigm	followed	by	the	early	webcam	“lifecasters,”	such	as	Jennifer	Ringley	with	her	website	JenniCam,	was	to	offer	viewers	live	snapshots	of	whatever	was	taking	place	in	the	room	where	the	webcam	was	situated.3	In	the	late	1990s,	the	stills	became	streamed,	if	somewhat	jerky,	video.	Although	Ringley	and	other	“cam	girls”	would	generally	leave	the	
                                       
3	For	an	overview	and	analysis	of	JenniCam	see:	Victor	Burgin,	“Jenni's	Room:	Exhibition	and	Solitude,”	in	The	Remembered	Film	(London:	Reaktion,	2004).	
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presence	of	the	camera	unacknowledged,	they	sometimes	addressed	the	camera	by	holding	up	text	notes,	speaking	monologues,	and	performing	the	occasional	striptease.4	While	physically-based	performance	for	the	camera	continues	online	across	multiple	genres	and	platforms,	verbal	text-based	performance	has	flourished	on	YouTube	as	the	video	blog.		The	most-viewed	video	bloggers	on	YouTube,	that	is	those	with	multimillion-dollar	incomes	as	YouTube	“Partners,”	have	generally	adopted	performance	styles	that	lie	somewhere	on	the	spectrum	between	television	chat-show	host	and	stand-up	comedian.	However,	a	crucial	divergence	from	these	television	progenitors	takes	place	in	the	staging	of	these	blogs.	Although	professional	bloggers	often	produce	their	video	recordings	in	purpose-built	sets,	these	sets	are	on	a	much	smaller	scale	than	those	used	in	television.	The	most-viewed	YouTube	video	blogger	at	the	time	of	writing,	PewDiePie,	has	even	mounted	a	sheet	of	glass	on	the	wall	behind	him	to	reflect	the	camera	and	the	rest	of	the	cupboard-sized	room,	thereby	reinforcing	the	distinction	he	routinely	makes	between	his	own	independence	and	the	subjection	of	television	journalists	to	the	edicts	of	their	editors.	This	staging	also	proposes	a	disarming	intimacy	with	the	scale	of	the	set	and	the	proximity	of	the	camera,	referencing	the	spatiality	of	amateur	video	blogs	that	are	often	recorded	in	bedrooms	and	living	rooms.	
                                       
4	Hari	Kunzru,	“The	Story	of	the	Eye,”	Metamute.org,	http://www.metamute.org/editorial/articles/story-eye/.	
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Figure 8. CalmingEscape ASMR, A Bunch of Facts About Me (Up Close Whisper) ASMR, 2013, YouTube video, 8 minutes 
39 seconds. Video still. 	If	the	close	proximity	of	a	YouTube	video	blogger	to	their	camera	is	a	widespread	visual	trope,	there	is	one	genre	for	which	this	sense	of	physical	intimacy	is	axiomatic:	the	whisper	video.5	This	genre	emerged	in	response	to	a	perceptual	phenomenon	called	autonomous	sensory	meridian	response	(ASMR).6	Subjects	who	report	this	phenomenon	experience	intense	tingling	along	the	top	of	their	scalp	together	with	a	general	sense	of	relaxation	and	pleasure.	The	makers	of	YouTube	ASMR	whisper	videos	claim	to	trigger	this	experience	through	speaking	to	their	viewers	in	a	very	quiet,	intimate,	comforting	tone.		As	the	whisper	video	genre	developed	over	the	last	five	years,	several	subgenres	have	emerged	with	the	video	bloggers’	performances	clustering	around	specific	roles,	for	example:		
                                       
5	This	sub-genre	appeared	on	YouTube	in	2012	and	was	well	established	when	described	in	this	podcast	in	2013:	Andrea	Seigel,	A	Tribe	Called	Rest,	podcast	audio,	This	American	Life,	accessed	10	March	2017,	2013,	https://www.thisamericanlife.org/radio-archives/episode/491/tribes?act=2/.	6	ASMR	is	a	term	from	popular	culture:	at	the	time	of	writing	no	clinical	psychological	studies	of	the	phenomenon	had	been	published.		
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•	The	medical	practitioner	doing	an	examination,	one	of	the	most	popular	being	a	cranial	nerve	examination	using	a	torch	pointed	into	the	lens	as	if	into	the	eye	of	the	patient.7		•	The	masseur	or	beautician	giving	a	head	massage	or	applying	face	make-up	with	the	blogger’s	hands	reaching	around	the	lens,	miming	the	massage	or	make-up	application.8		•	The	confidant	who	shares	autobiographical	stories	(a	whispered	version	of	a	conventional	video	blog).9		•	The	mouth	performer	who	fills	the	camera’s	frame	with	whispered	monologues,	gum	chewing,	and	lip	licking.	This	sub-genre’s	erotic	dimension	has	resulted	in	most	of	these	videos	receiving	an	“age-restricted”	classification	from	YouTube.10				These	whisper	videos	became	an	important	stimulus	for	the	production	of	my	artwork	Looking	due	to	the	intensified	spatiality	of	their	staging	and	the	techniques	used	by	the	bloggers	to	generate	screen	presence.		The	typical	YouTube	video	blogger	uses	a	camera	with	a	wide-angle	lens	positioned	at	the	top	of	their	computer	screen,	with	the	screen	sitting	on	a	desk	or	table.	The	resulting	framing	is	usually	a	waist-up	shot	that	reveals	something	of	the	domestic	setting.	As	noted	earlier,	even	professional	video	blogs	produced	in	studios	often	retain	this	kind	of	framing.	This	represented	spatiality	implies	a	face-to-face	geography	with	the	viewer	placed	somewhere	between	one	hundred	and	fifty	centimetres	from	the	performer:	the	zone	of	intimate	conversation.	In	the	typical	whisper	video,	by	contrast,	the	performer	pushes	in	much	closer	to	the	camera,	
                                       
7	For	example:	AsmrNovaStar,	“Professional	Cranial	Nerve	Examination—Role	Play,”		http://www.youtube.com/watch?v=Az9BXPIKSBw/.	8	For	example:	QueenOfSerene,	“Relaxing	Facial	&	Scalp	Massage,”		http://www.youtube.com/watch?v=sPkEODKFRH0/.	9	For	example:	CalmingEscapeASMR,	“A	Bunch	of	Facts	About	Me	(up	Close	Whisper)	Asmr,”		http://www.youtube.com/watch?v=TX6SpLyBq7A/.	10	For	example:	TheWaterwhispers,	“Asmr	Inaudible	Whisper—Mouth	Close	up	&	Counting	Down,”		http://www.youtube.com/watch?v=oFaWp2C6hAw/.	
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filling	the	frame	with	her	face	(figure	8).	Even	if	this	performer-to-lens	proximity	was	initially	mandated	by	the	need	for	whispered	monologues	to	be	recorded	by	the	built-in	microphone,	this	tighter,	more	intimate	spatiality	is	now	the	norm	for	this	genre.	Then	the	performers	of	the	mouth	whisper	videos	move	in	even	closer,	pressing	their	lips	to	within	a	few	centimetres	of	the	lens.	Here	some	limit	to	proximity	appears	to	have	been	reached:	beyond	this	point	the	performer’s	mouth	swallows	the	camera	and	the	viewer	is	consumed	by	the	screen.	Perhaps	Björk’s	exploration	of	this	scenario	in	her	virtual	reality	work	Mouth	Mantra	(2016)—the	viewer,	experiencing	the	work	through	VR	goggles,	is	sucked	into	Björk’s	mouth	as	she	sings	the	eponymous	song—indicates	why	this	bodily	orifice	remains	a	barrier:	the	parted	lips	of	the	mouth	whisperer	may	be	enticing	but	the	interior	can	only	be	encountered	through	the	gloss	of	computer-generated	imagery.		Performers	in	the	other	subgenres	of	whisper	video	mentioned	above	have	also	pursued	this	proximal	trajectory.	For	instance,	a	blogger	role-playing	a	beautician	invents	a	virtual	physiology	for	the	viewer/client,	so	the	lens	becomes	the	client’s	eyes,	above	which	eye	shadow	is	softly	applied.	This	miming	of	the	viewer’s	virtual	anatomy	strives	to	bring	the	viewer	into	a	highly	determined	physical	relation	to	the	performer	and	the	screen,	with	the	use	of	virtual	tactility	pushing	into	the	borderlands	of	pornography.	Yet	despite	its	dominance,	this	approach	represents	just	one	strategy	amongst	a	repertoire	of	staging	and	performance	being	employed	by	whisper	video	bloggers.	In	another	popular	subgenre,	the	apartment	tour,	bloggers	don’t	appear	on	camera	but	rather	whisper	a	commentary	while	filming	a	handheld	tour	of	their	homes.	In	these	videos	the	performers	are	able	to	project	their	presence	just	as	intensely	through	their	visual	absence	as	in	the	videos	where	faces	fill	the	screen.11	
                                       
11	For	example:	ElizabethAsmr,	“Asmr—Apartment	Tour—Soft	Spoken—Icelandic	Accent,”		https://www.youtube.com/watch?v=YrlDiW8QPws/.	
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Figure 9. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 7, video still.  
 
 
Figure 10. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 24, video still. 
 My	artwork	Looking	responds	to	this	repertoire	of	strategies	by	staging	scenes	that	relate	the	spatiality	and	visibility	of	performance	to	the	presence	of	the	screen	subject.	In	Scene	7	for	example,	the	performer	turns	to	the	camera	and	“fixes”	the	viewer	with	his	gaze	(figure	9).	His	look	does	not	seek	to	dominate	or	interrogate,	rather	it	implores	and	seeks	understanding	from	the	viewer.	Nevertheless,	this	is	a	performance	that	expresses	presence	through	proximity	to	the	lens	and	a	gaze	intensely	directed	to	the	viewer.	In	other	scenes,	by	contrast,	the	performer	attempts	
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to	minimise	his	visibility:	in	Scene	20	he	curls	up	into	a	foetal	position	as	far	as	possible	from	the	camera	and	in	Scene	24	he	covers	his	face	with	his	T-shirt	(figure	10).	Visibility	is	then	completely,	if	only	momentarily,	eliminated	in	a	further	three	scenes:	in	Scene	23	he	covers	the	lens	with	his	coat;	in	Scene	25	he	attempts	to	obscure	the	lens	with	masking	tape;	in	Scene	26	he	takes	the	camera	from	its	mount	and	possibly	escapes	from	the	set.	Is	it	possible	that	as	the	screen	subject	tries	to	escape	from	the	viewer,	a	space	is	opened	up	for	an	empathetic	understanding	of	his	plight?	And	that	conversely,	as	he	presses	ever	closer	to	the	lens,	his	attempts	to	hold	and	effect	the	viewer,	his	demands	on	viewer	attention,	result	in	viewer	fatigue	and	alienation?	This	hypothesis	is	explored	further	below	in	relation	to	the	genre	of	moving	image	portraiture	and	the	intersubjective	gaze.		
Moving	Image	Portraiture:	Andy	Warhol	and	Thomas	Struth	In	his	final	work	on	photography,	Camera	Lucida,	Roland	Barthes	meditates	on	the	“closed	field	of	forces”	to	which	portrait	photographs	are	subject:		 Four	image-repertoires	intersect	here,	oppose	and	distort	each	other.	In	front	of	the	lens,	I	am	at	the	same	time:	the	one	I	think	I	am,	the	one	I	want	others	to	think	I	am,	the	one	the	photographer	thinks	I	am,	and	the	one	he	makes	use	of	to	exhibit	his	art.12		Barthes	determines	that	the	outcome	of	these	four	image-repertoires	is	closed	because	the	resulting	portraits,	at	least	when	he	himself	is	the	subject,	are	fatally	objectifying	and	inauthentic.	Fortunately,	in	Camera	Lucida,	he	permits	his	concept	of	the	punctum,	the	psychic	wounding	caused	by	some	minor	detail	in	a	photograph,	to	open	up	portrait	photographs	of	others	to	affective	responses	beyond	questions	of	authenticity	or	ontological	truth.	In	Chapter	1	of	this	thesis	I	argued	that	the	social	forces	Barthes	identifies	above,	rather	than	constraining	our	understanding	of	photographic	portraiture,	instead	portray	the	unstable	dynamic	of	demand	and	
                                       
12	Roland	Barthes,	Camera	Lucida:	Reflections	on	Photography,	trans.	Richard	Howard	(London:	Vintage,	2000),	13.	
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desire	to	which	all	subjects,	artists,	and	spectators	contribute	in	the	production	and	reception	of	any	portrait.	Chapter	1	investigates	the	genre	of	moving	image	portraiture	in	particular,	as	the	subject’s	presence	in	relation	to	the	spectator	is	foregrounded	through	the	subject’s	performance	across	an	extended	period	of	time.	Performance	across	time	also	brings	attention	to	the	gazes	of	the	screen	subject	and	spectator.	Consequently,	moving	image	portraiture	became	an	important	resource	for	my	artwork	Looking.		Chapter	1	outlines	the	foundational	significance	of	Andy	Warhol’s	Screen	Tests	(1964–1966)	for	moving	image	portraiture.	In	many	of	the	early	Screen	Tests	the	subjects	hold	their	look	to	the	camera	for	the	duration	of	the	three-minute	roll	of	the	film.	As	scholar	Callie	Angell	observes,	in	these	early	Screen	Tests	the	conventions	of	still	portraiture	were	transposed	into	the	time-based	medium	of	film,	a	paradigm	that	was	reflected	in	Warhol’s	collaborators	referring	to	the	early	Screen	Tests	as	“stillies.”13	Visual	artists	have	since	produced	portraits	where	the	duration	of	the	look	to	the	camera	has	been	further	extended	and	Chapter	1	considers	Thomas	Struth’s	series	Portraits—One	Hour	(1996-2003)	in	relation	to	the	analysis	of	screen	arts	scholar,	Joanna	Lowry.	For	Lowry,	the	performances	in	these	portraits	provoke	an	unexpected	shift	in	her	response.	Initially	she	feels	compelled	to	return	the	gaze	of	the	portrait	subject	but	cannot	meet	the	challenge	as	she	is	“outfaced”	by	the	subject’s	seemingly	interminable	look.	Her	gazing	fatigue	foregrounds	the	acts	of	looking	of	both	the	subject	and	the	viewer,	demonstrating	that	the	meeting	of	subject	and	viewer	gazes	is	illusory	and	that	the	camera/screen	plane	is	a	“fault-line	in	the	visible”	that	“defines	the	difference	and	distance	between	us.”14	Yet	as	she	notices	the	portrait	subject’s	struggles	with	the	demands	of	maintaining	their	pose,	manifest	through	little	involuntary	twitches	and	gulps,	her	alienation	is	transformed	into	something	like	empathy,	solicited	through	the	subject’s	vulnerability.			
                                       
13	Callie	Angell,	Andy	Warhol	Screen	Tests:	The	Films	of	Andy	Warhol:	Catalogue	Raisonné	(New	York:	H.	N.	Abrams:	Whitney	Museum	of	American	Art,	2006),	14.	14	Joanna	Lowry,	“Projecting	Symptoms,”	in	Screen/Space:	The	Projected	Image	in	Contemporary	Art	ed.	Tamara	Trodd	(Manchester:	Manchester	University	Press,	2011),	106.	
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Joanna	Lowry’s	response	to	the	Struth	hour-length	portraits	delineates	a	power	struggle	between	portrait	subject	and	viewer,	with	the	artist’s	incitement	for	this	struggle	lurking	just	out	of	frame.	As	the	evolution	of	Warhol’s	Screen	Tests	demonstrate,	this	incitement	does	not	have	to	take	the	form	of	the	enforcement	of	a	static	pose.	Once	the	filming	of	the	Screen	Tests	had	become	routine,	Warhol	frequently	adopted	the	practice	of	“adjusting	and	starting	up	the	camera	then	walking	away	to	work	on	other	projects	until	their	three-minute	roll	was	finished,	a	kind	of	desertion	that	could	be	very	unnerving.”15	Susan	Sontag’s	improvised	performance	in	her	Screen	Test,	discussed	in	Chapter	1,	was	most	likely	a	response	to	this	kind	of	abandonment:	her	apparent	uncertainty	is	the	quality	that	has	brought	this	portrait	considerable	critical	and	popular	attention.	In	moving	image	portraiture,	the	extension	of	the	portrait	subject’s	performance	across	time	can	alienate	through	an	attempt	to	fix	and	hold	the	spectator	with	a	determining,	controlling	gaze.	Yet,	as	the	Susan	Sontag	Screen	Test	demonstrates,	portrait	subjects	are	able	to	engage	spectators	with	gazes	that	are	weak,	uncertain,	lost.			My	artwork	Looking,	across	its	twenty-six	scenes,	plays	out	across	this	gazing	spectrum.	In	making	the	work	I	took	up	the	position	of	a	hypothetical	viewer	in	each	scene	and	considered	their	response	to	these	gazes.	Where	the	performer’s	look	is	strong,	I	asked	if	the	viewer	felt	challenged	and	resistant	or	instead	perhaps	smothered	and	oppressed.	Where	the	performer’s	look	is	weak,	vacillating,	or	hidden,	I	asked	if	the	viewer	would	revel	in	their	stronger	position,	feel	the	pleasure	of	voyeurism,	or	alternatively	feel	drawn	to	the	performer	through	his	vulnerability.	
                                       
15	Angell,	Andy	Warhol	Screen	Tests:	The	Films	of	Andy	Warhol:	Catalogue	Raisonné,	15.	
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Figure 11. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 10, video still.  
 
Presence	and	Surveillance	The	question	asked	earlier	in	relation	to	the	spatiality	of	performance	in	Looking	can	now	be	considered	in	the	context	of	the	performer’s	gaze	and	presence:	is	it	possible	that	as	the	screen	subject	tries	to	escape	from	the	viewer,	a	space	is	opened	up	for	an	empathetic	understanding	of	his	plight?	In	Looking	Scene	10,	the	performer	begins	with	an	expression	I	call	a	“smile	in	the	eyes,”	an	expression	indicating	the	savouring	of	a	thought	or	memory	(figure	11).	Just	as	the	viewer	begins	to	imagine	this	experience,	the	performer’s	eyes	close	slowly	and	remain	closed	while	a	subtle	expression	of	pleasure	plays	across	his	face	indicating	that	for	the	further	enjoyment	of	his	internal	state,	external	vision	is	an	unwanted	intrusion.	Then	his	eyes	open	and	he	repeats	the	process.	The	crucial	moments	in	this	scene	are	those	where	the	performer	withdraws	into	some	internal	reverie.	These	are	not	moments	of	escape	as	such,	although	the	viewer	is	very	conscious	of	being	left	on	the	outside	of	his	experience.	Rather	they	are	moments	of	transition:	moments	that	can	be	reconsidered	through	Jean-Luc	Nancy’s	concept	of	presence	(as	discussed	in	relation	to	the	temporality	of	presence	in	the	Introduction	to	this	thesis).	As	Nancy	comments	in	conversation	with	Ann	Smock:			
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In	French,	a	portrait	is	a	retrait,	like	the	Italian	ritratto—which	can	be	understood	as	“withdrawn”	as	well	as	“drawn	again,	a	second	time.”	In	the	withdrawal,	something	(or	someone)	is	withdrawn	and	drawn	again,	drawn	for	the	second	time	without	any	first	time—without	a	model,	a	“first	person.”		It—or	she,	or	he—is	drawn	in	its	(her,	his)	disappearance.	At	the	point	of	disappearance—as	it	were—some	“presence”	is	drawn,	not	re-presented,	but	presented	becoming	absent.16		This	understanding	of	presence	through	withdrawal	suggests	that	in	Looking	the	performer’s	presence	is	drawn	most	strongly	not	when	he	is	attempting	to	fix	the	viewer	with	his	gaze	and	forcefully	communicate	his	desire,	but	rather	through	his	attempts	to	disappear.		In	Looking,	Scenes	14	to	26	explore	the	screen	subject’s	responses	to	surveillance.	Although	for	many	viewers	the	capture	and	exploitation	of	personal	information	by	state	agencies	and	global	corporations	is	dominant,	these	scenes	attempt	to	evoke	the	wider	experience	of	contemporary	surveillance.	There	are	scenes	where	the	screen	subject	is	clearly	a	prisoner:	sometimes	passively	waiting	for	the	next	humiliation,	at	other	times	mounting	some	kind	of	insurrection	by	presenting	a	defiant	stare	to	the	camera	or	attempting	to	physically	obliterate	its	view.	In	other	scenes,	such	as	Scene	18,	the	screen	subject	is	in	control	of	his	self-surveillance,	performing	a	little	routine	in	response	to	an	online	follower’s	request.	This	and	other	scenes	bring	to	mind	the	mutual	monitoring	that	occurs	as	we	routinely	carry	out	a	Google	search	before	a	face-to-face	meeting	or	simply	follow	each	other	on	social	media.			In	Scene	26,	where	the	screen	subject	takes	the	camera	from	its	mount	and	waves	goodbye	into	the	lens,	the	possibility	of	an	escape	from	surveillance	is	proposed.	The	inspiration	for	this	scene	comes	from	the	lifestyle	regimes	of	the	“digital	detox”	which	can	signify	anything	from	the	cancellation	of	a	social	media	account	to	the	
                                       
16	Jean-Luc	Nancy,	The	Birth	to	Presence,	trans.	Brian	Holmes	(Stanford,	CA:	Stanford	University	Press,	1993),	316.	
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abstinence	from	screen-based	media.17	But	just	as	such	a	detox	is	never	prescribed	as	a	permanent	severance	of	networked	connectivity,	this	scene	of	escape	does	not	represent	a	terminal	action	but	rather	one	of	many	contingent	responses	to	everyday	surveillance.		
Moving	Image	Portraiture:	The	SBS	Face	IDs	Chapter	1	of	this	thesis	considers	a	technique	employed	in	the	filming	of	the	SBS	Face	IDs:	projecting	short	videos	in	front	of	the	camera	lens	as	a	stimulus	for	subjects’	performances.	Returning	to	the	relationship	between	Looking	and	moving	image	portraiture,	this	use	of	Autocue	technology	in	the	Face	IDs	inspired	related	uses	in	several	scenes	in	Looking.	In	Scenes	1,	2,	3,	4,	and	6,	the	performer’s	tasks	require	him	to	create	a	scene	through	his	bodily	movement	and	looks	to,	and	around,	the	camera.	An	Autocue	system	was	used	to	project	related	video,	for	instance	of	a	crowded	streetscape,	in	front	of	the	lens.	As	the	performances	were	created	through	task-based	improvisation	(a	technique	that	will	be	discussed	further	below)	the	complex	visual	stimuli	of	these	projected	scenes	provided	a	detailed	basis	for	the	improvisations.	In	the	case	of	Scene	5,	the	performer	was	shown	a	series	of	still	photographic	portraits,	a	similar	approach	to	that	used	in	the	filming	of	the	Face	IDs.	But	while	the	Face	IDs	broadcast	only	ten	seconds	of	the	subjects’	reactions,	this	
Looking	scene	extends	for	over	two	minutes.	If	the	viewer	of	the	Face	IDs	has	only	a	fleeting	opportunity	to	wonder	about	what	is	engaging	the	screen	subject’s	attention,	the	viewer	of	the	Looking	scene,	by	contrast,	cannot	escape	the	dissonance	that	arises	through	being	directly	engaged	by	the	look	of	the	performer	while	also	realising	that	this	looking	is	not	an	attempt	at	communication,	but	rather	a	response	to	a	stimulus	that	is	external	to	the	scene.	As	Joanna	Lowry	observes	earlier	in	relation	to	Thomas	Struth’s	hour-length	portraits,	this	experience	creates	a	fissure	between	spectator	and	screen	subject,	again	bringing	the	screen	to	the	viewer’s	awareness.			
                                       
17	For	example,	see:	Andi	Lew,	Wellness	Loading:	Disconnect	to	Reconnect:	A	Digital	Detox	(Elwood,	VIC:	Heart	to	Heart	Publishing,	2016).	
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The	Screen:	Barrier,	Window,	Mirror	Discussion	of	the	contemporary	state	of	enscreenment	is	often	hampered	by	the	domination	of	a	particular	metaphor	for	the	screen.	Looking,	in	order	to	portray	the	variousness	of	contemporary	screen	engagement,	employs	multiple	screen	metaphors,	with	the	metaphor	of	screen	as	chasm	or	barrier,	discussed	earlier	in	relation	to	Scene	5	from	Looking,	being	joined	by	the	metaphors	of	the	window	and	the	mirror.				A	window	frames	a	view	of	the	world.	The	camera	detaches	the	window	from	its	architectural	setting,	such	as	the	booth	of	the	camera	obscura,	and	makes	the	frame	portable.	This	metaphor	of	the	camera	as	mobile	window	simply	and	directly	framing	the	world	has	permitted	some	documentary	filmmakers	to	claim	both	the	sovereignty	of	the	image’s	referent	while	deflecting	any	critique	of	their	own	agency.18	As	their	cameras	roll,	the	frame	transparently	reveals	the	world.	If	attention	is	drawn	to	the	frame’s	limitations	and	exclusions,	the	frame	then	represents	the	filmmaker’s	role	as	witness	(frame	as	filmmaker’s	eye)	thereby	bolstering	claims	of	veracity	and	authenticity.			
Looking	turns	this	metaphor	through	180	degrees	(looking	back	at	the	one	who	looks)	to	consider	the	detailed	construction	of	the	frame,	and	the	scene	beyond,	through	the	gaze.	In	Scenes	1	and	6,	as	the	performer	approaches	the	camera,	his	movements	and	the	angles	of	his	looks	transform	the	screen’s	frame	into	a	large	physical	aperture,	perhaps	a	window	looking	out	onto	a	street	or	into	some	interior	space	(figure	12).	The	viewer	follows	each	look	and	uses	this	information	cumulatively	to	build	a	geography	of	the	virtual	space	created	through	the	performer’s	gaze:	a	space	that	the	viewer	can	also	choose	to	inhabit.	By	contrast,	in	Scene	5,	with	its	close	framing	on	the	face,	the	central	focus	of	the	performer	suggests	the	presence	of	a	small,	proximate,	domestic	screen	(figure	13).		
                                       
18	Filmmaker	Frederick	Wiseman	often	uses	this	strategy:	Jason	Di	Rosso,	Frederick	Wiseman	Discusses	
National	Gallery,	podcast	audio,	The	Final	Cut,	2015,	http://www.abc.net.au/radionational/programs/finalcut/frederick-wiseman-on-national-gallery/6283814/.	
Stephen	Burstow	 	 	 The	Handheld	Image	 68	
 
 
Figure 12. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 1, video still. 
 
 
 
Figure 13. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 5, video still. 
 The	expectation	that	the	viewers	of	Looking	will	construct	virtual	scenes	from	the	various	gazes	of	the	screen	subject	is	based	on	the	contemporary	experience	of	vernacular	images,	both	still	and	moving.	From	the	beginnings	of	snapshot	photography,	a	complex	field	of	represented	gazes	has	been	open	for	the	interpretation	of	everyday	viewers:	whether	looking	to	the	camera	or	out	of	the	frame,	these	looks	are	all	clues	for	the	imagination	to	flesh	out	the	scene.	These	looking	performances	have	then	expanded	temporally	through	the	proliferation	of	
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short	videos	on	video	hosting	services:	from	a	six-second	quizzical	look	at	the	camera	on	the	platform	Vine,	to	three	minutes	of	eye-rolling	horror	in	a	YouTube	“Reaction	Video.”19		While	the	screen-as-window	opens	out	to	images	of	others,	the	screen-as-mirror	metaphor	suggests	the	spectator	engaging	with	images	of	themself.	The	smartphone	screen,	transformed	into	a	mirror	through	the	phone’s	backwards-facing	camera,	affords	expanding	opportunities	for	the	production	and	consumption	of	these	self-images,	selfies	being	the	most	conspicuous	example.	While	the	contentious	social	status	of	selfie	production	can	be	attributed	to	concerns	about	contemporary	narcissism,	the	photograph-as-mirror	also	suggests	atavistic	fears	of	the	double.	As	Roland	Barthes	observes:		 it	was	before	Photography	that	men	had	the	most	to	say	about	the	vision	of	the	double	[emphasis	in	original].	Heautoscopy	was	compared	with	an	hallucinosis;	for	centuries	this	was	a	great	mythic	theme.	But	today	it	is	as	if	we	repressed	the	profound	madness	of	Photography:	it	reminds	us	of	its	mythic	heritage	only	by	that	faint	uneasiness	which	seizes	me	when	I	look	at	“myself”	on	a	piece	of	paper.20		The	pre-photographic	“vision	of	the	double”	notably	includes	an	obsession	with	this	theme	in	nineteenth-century	literature,	a	striking	example	being	Fyodor	Dostoyevsky’s	novella	The	Double	(1846).	In	this	story	the	protagonist,	Mr.	Golyadkin,	is	confronted	by	a	new	fellow-employee	who	not	only	physically	resembles	him,	but	also	bears	the	same	name	and	comes	from	the	same	area	of	the	provinces.	This	double	carries	the	destabilising	force	of	the	doppelgänger:	appropriating	Golyadkin’s	work	and	supporting	his	enemies,	finally	driving	him	mad.	In	Camera	Lucida,	Barthes	reflects	this	“mythic	theme”	in	his	exploration	of	the	
                                       
19	Vine	is	a	platform	that	hosts	looping	six-second	videos.	Although	it	closed	to	further	contributions	in	2016,	its	archives	are	still	viewable	at	http://vine.co/.	In	a	YouTube	“Reaction	Video,”	an	apparently	unsuspecting	screen	subject	is	shown	playing	a	video	game	or	reacting	to	a	video	with	disturbing	content.	Although	the	source	is	generally	not	shown,	the	game	screens	or	replayed	videos	are	sometimes	included.				20	Barthes,	Camera	Lucida:	Reflections	on	Photography,	12–13.	
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portrait-photograph-as-double.	As	an	example	he	refers	to	a	recent	portrait	photograph	of	himself	in	which	he	was	able	to			 read	the	distress	of	a	recent	bereavement:	for	once	Photography	had	restored	me	to	myself,	but	soon	afterward	I	was	to	find	this	same	photograph	on	the	cover	of	a	pamphlet;	by	the	artifice	of	printing,	I	no	longer	had	anything	but	a	horrible	disinternalized	countenance,	as	sinister	and	repellent	as	the	image	the	authors	wanted	to	give	of	my	language.21			Not	only	is	Barthes’	own	perception	of	his	portrait	invisible	to	others,	its	objectified	existence	enables	it	to	be	used	against	him.	Barthes’	experience	has	now	become	commonplace:	digital	portraits	and	video	are	everywhere	turned	against	their	subjects	as	these	images,	often	produced	for	a	small	circle	of	friends,	are	employed	by	vengeful	ex-lovers	or	by	news	organisations	demonising	anyone	accused	of	a	misdemeanour.	And	beyond	these	appropriations	of	individual	images,	the	objectified	double	in	the	digital	era	now	includes	the	“data	proxy”:	an	aggregated	portrait	that	can	be	synthesised	from	any	online	activity	including	searches,	comments,	and	purchases.22	Scene	8	from	Looking	engages	with	both	these	contemporary	and	mythic	dimensions	of	the	double	in	its	use	of	screen-as-mirror	(figure	14).		
                                       
21	Ibid.,	15.	22	Gavin	J.	D.	Smith,	“Surveillance,	Data	and	Embodiment:	On	the	Work	of	Being	Watched,”	Body	and	
Society	22,	no.	2	(2016).	
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Figure 14. Stephen Burstow, Looking, 2015, multiscreen installation. Single screen, scene 8, video still. 	Scene	8	begins	with	the	screen	subject	in	the	middle	distance,	mildly	amused	that	something	seems	to	be	mimicking	his	movements.	Moving	closer	to	the	camera	he	continues	his	investigations	with	facial	gestures	and	fast,	unexpected	movements.	The	viewer	is	left	to	interpret	the	nature	of	the	entity	he	is	interrogating.	Presumably	a	synchronous	video	replay	of	the	subject’s	image,	that	is,	a	simple	video	“mirror,”	would	not	elicit	this	probing	enquiry.	Perhaps	he	has	fallen	into	an	“uncanny	valley,”	a	dwelling	place	of	the	almost-completely-convincing-but-not-quite	double,	possibly	a	computer-generated	avatar.	He	continues	to	assay	its	verisimilitude:	do	its	surfaces	continue	inside	the	body?	What	about	the	rendition	of	the	tattoo	hidden	under	clothing?	As	the	scene	continues,	his	desperation	suggests	a	shift	in	focus	from	representation	to	the	self:	it	is	no	longer	a	matter	of	testing	verisimilitude	but	rather	an	attempt	to	shake	off	the	double,	to	escape	from	its	clinging	virtual	embrace.		Roland	Barthes	contrasts	the	self	“which	is	light,	divided,	dispersed”	with	the	image	that	is	“heavy,	motionless,	stubborn,”	enabling	him	to	distance	the	self	from	its	photographic	doubles.23	Despite	the	dystopian	pervasiveness	of	contemporary	photographic	surrogates,	Dostoyevsky	plunges	into	a	far	bleaker	vision	of	the	double.	Some	scholars	have	proposed	that	Golyadkin	is	unable	to	escape	from	the	tyranny	of	his	doppelgänger	as	this	entity	is	part	of	Golyadkin’s	own	psyche,	a	concept	explored	
                                       
23	Barthes,	Camera	Lucida:	Reflections	on	Photography,	12.	
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further	by	Robert	Louis	Stevenson	in	The	Strange	Case	of	Dr	Jekyll	and	Mr	Hyde	(1886),	and	later	pathologised	as	Freudian	repression	and	Dissociative	Identity	Disorder.24	Looking	Scene	8	invokes	this	Gothic	fever	dream	when	it	suggests	a	screen-based	double	that	is	chimerically	light	and	agile:	constantly	being	updated	through	the	subject’s	prolific	data	and	image	output.			Does	this	dream	then	share	the	same	nightmare	landscape	as	Jean	Baudrillard’s	simulacrum:	a	world	where	“the	hyperrealism	of	simulation	is	translated	by	the	hallucinatory	resemblance	of	the	real	to	itself.”25	While	in	Looking	Scene	8	the	screen	subject	hovers	on	the	verge	of	being	dragged	into	the	black	hole	of	the	simulacrum,	of	being	“dissolved	in	the	play	of	signs,”	there	is	resistance	in	his	spirited	contesting	of	the	virtual	and	his	physical	insistence	that	he	is	the	original.26	Through	drawing	back	from	the	brink	of	the	simulacrum,	Looking	maintains	the	actual/virtual	divide	while	still	witness	to	what	Roland	Barthes	refers	to	earlier	as	the	“madness”	of	photographic	doubling.		
The	Set:	Perspective	The	set	for	Looking,	with	its	white	diagonals	leading	to	an	imagined	vanishing	point,	inescapably	refers	to	single-point	perspective.	Earlier	I	described	the	set	as	a	“perspectival	cage.”	Does	the	extrapolated	viewpoint	enthrone	the	viewer	at	a	position	of	scopic	power	from	which	all	of	the	screen	subject’s	actions	(held	within	the	cage)	can	be	judged	and	classified?	Fixing	the	viewer	in	this	position	is	certainly	supported	by	the	dominant	philosophical	discourse	on	perspective	that	reigned	during	the	twentieth	century.	However,	I	propose	that	the	perspectival	form	in	
Looking,	bonded	as	it	is	to	the	screen	and	its	frame,	permits	a	multiplicity	of	viewer	and	screen	subject	positions.	To	support	this	intention	for	the	work	it	is	useful	to	briefly	consider	the	relevant	philosophical	interpretations	of	perspective.		
                                       
24	See	the	translator’s	introduction	to	Fyodor	Dostoyevsky,	Notes	from	Underground/	the	Double,	trans.	Jessie	Coulson	(London:	Penguin,	1972),	8.	25	Jean	Baudrillard,	“The	Precession	of	Simulacra,”	in	Simulacra	and	Simulation	(Ann	Arbor:	University	of	Michigan	Press,	1994),	23.	26	Ibid.,	22.	
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In	her	book	The	Virtual	Window,	Anne	Friedberg	charts	the	influence	of	art	historian	Erwin	Panofsky’s	interpretation	of	quattrocento	perspective	as	a	“symbolic	form,”	a	unifying	mathematical	space	that	replaced	the	heterogeneous	medieval	and	Gothic	visual	systems.27	She	argues	that	this	emphasis	on	the	ordered,	rational	nature	of	perspectival	space	“has	been	frequently	conflated—in	a	posited	historical	‘coincidence’—with	the	metaphysical	position	of	the	Cartesian	subject:	centred	and	stable,	autonomous	and	thinking,	standing	outside	of	the	world.”28	Friedberg	then	outlines	critiques	of	this	“Cartesian	perspectivalism,”	in	particular	those	of	Martin	Jay	in	his	essay	“The	Scopic	Regimes	of	Modernity,”	where	he	observes	that	“the	bodies	of	the	painter	and	viewer	were	forgotten	in	the	name	of	an	allegedly	disincarnated	absolute	eye.”29	This	somatic	lacuna	is	reflected	in	the	disembodied	interpretations	of	one	of	the	founding	documents	on	perspective,	Leon	Battista	Alberti’s	On	Painting	(De	Pictura),	written	in	1435.	Friedberg,	in	her	reconsideration	of	this	text,	emphasises	that	the	subject	of	Alberti’s	treatise	is	not	landscape	painting	but	rather	
historia:	that	is,	“imaginative	narrative	paintings	of	great	events	and	classical	heroes.”30	Consequently,	the	human	figure	formed	the	standard	measure	in	Alberti’s	schema,	for	example	in	relation	to	establishing	the	vanishing	or	“centric”	point:	“The	suitable	position	of	this	centric	point	is	no	higher	from	the	base	line	than	the	height	of	the	man	to	be	represented	in	the	painting,	for	in	this	way	both	the	viewers	and	the	objects	in	the	painting	will	seem	to	be	on	the	same	plane.”31	The	viewer,	sharing	the	same	apparent	plane	as	the	key	figure	in	the	painting,	may	well	be	placed	in	the	authoritative	position	from	which	the	painting	can	be	understood.	Yet	this	planar	relationship	could	also	imply	a	somatic	and	spatial	empathy	connecting	the	viewer	to	the	painting’s	subject	with	both	sharing	a	space	that	emanates	from	the	centric	point,	out	through	the	surface	of	the	painting	and	into	the	expanding	visual	pyramid	occupied	by	the	viewer.	
                                       
27	Erwin	Panofsky,	Perspective	as	Symbolic	Form,	trans.	Christopher	S.	Wood	(New	York;	Cambridge,	MA:	Zone	Books,	1991).	28	Anne	Friedberg,	The	Virtual	Window:	From	Alberti	to	Microsoft	(Cambridge,	MA:	MIT	Press,	2006),	47.	29	Martin	Jay,	“Scopic	Regimes	of	Modernity,”	in	Vision	and	Visualtiy,	ed.	Hal	Foster	(Seattle:	Bay	Press,	1988),	8.	30	Friedberg,	The	Virtual	Window:	From	Alberti	to	Microsoft,	32.	31	Leon	Battista	Alberti,	On	Painting	and	on	Sculpture:	The	Latin	Texts	of	De	Picture	and	De	Statua,	trans.	Cecil	Grayson	(London:	Phaidon,	1972),	I.19,	p.55.	Quoted	in	Friedberg,	The	Virtual	Window:	
From	Alberti	to	Microsoft,	27.	
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	Although	the	avant-garde	visual	arts	carried	out	an	assault	on	perspective	in	the	early	twentieth	century	as	part	of	a	wider	attack	on	systems	of	representation,	photography	(at	least	as	a	vernacular	medium)	and	the	related	media	of	cinema,	television,	and	online	video,	have	continued	to	be	nourished	by	metaphors	of	perspective.	The	understanding	of	perspective	that	empathetically	aligns	the	viewer	with	the	subject	of	the	image	undermines	the	contention	that	the	representational	system	associated	with	these	photographically-based	media	necessarily	distances	the	viewer	from	the	world,	producing	the	detached	spectator.	Perhaps	this	perspectival	scopic	regime	can	embrace	and	engage	as	well	as	alienate?		The	Looking	work	further	complicates	the	functions	of	its	perspectival	cage	through	the	incorporation	of	a	white	square	at	the	rear	of	the	set.	This	white	wall	suggests	both	the	white	exhibition	surface	of	the	studio/gallery	and	a	surface	for	image	projection.	Chapter	1	of	this	thesis	discusses	Joanna	Lowry’s	contention	that	many	works	of	screen-based	installation	art,	through	placing	their	subjects	in	white	studio	spaces,	reinforce	the	spectator’s	position	of	scopic	power	from	which	diagnoses	of	the	screen	subjects’	symptoms	can	be	made.	In	scenes	from	Looking	where	the	screen	subject	is	retreating	from	surveillance	the	white	square	of	the	set	enhances	the	sense	of	containment	and	potentially	affords	the	spectator	a	position	of	diagnostic	control.	Yet	as	the	screen	subject	flees	to	the	rear	of	the	set,	silhouetted	against	the	white	square,	there	is	also	a	heightened	awareness	that	he	is	merely	a	two-dimensional	image,	a	projection.	This	metaphor	of	projection	undermines	the	spectator’s	privileged	scopic	position	through	accentuating	the	act	of	viewing	as	the	screen	subject	becomes	a	vehicle	for	the	spectator’s	own	fears	and	desires.			
Performance	Samuel	Beckett’s	screen	work,	Film	(1965),	opened	an	approach	to	performance	for	
Looking.	In	Film	Beckett	initially	shows	a	man	fleeing	from	external	perception.	The	camera,	called	“E”	for	eye	in	Beckett’s	screenplay,	prowls	after	the	protagonist,	
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described	as	“O”	or	object.32	Buster	Keaton,	as	O,	flees	the	camera’s	view	and	the	surveilling	looks	of	passers-by	in	the	street	to	take	refuge	in	a	sparsely	furnished	room.	But	even	here	he	is	subjected	to	the	glares	of	a	parrot,	a	goldfish,	an	image	on	the	wall,	and	the	eyes	suggested	by	the	finial	ornament	on	his	rocking	chair.	The	final	confrontation	however	is	with	the	eye	of	the	camera	that	moves	to	view	O	head-on.	The	camera’s	frame	transforms	from	window	to	mirror,	with	O’s	startled,	anguished	response	to	this	confrontation	signifying	for	Beckett	the	“inescapability	of	self-perception.”33	Keaton’s	performance,	without	dialogue,	gives	meaning	to	the	film’s	array	of	looks	and	stares	and	provides	the	essential	counterpoint	to	the	camera’s	searching,	confronting	eye.		The	detailed	physicality	that	Keaton	brings	to	his	role	in	Film	is	evident	in	his	silent	films	from	the	1920s.	Although	Keaton	is	best	known	for	the	slapstick	spectacles	of	
The	General	(1926),	his	performance	style	was	economical,	even	minimalist.	By	comparison	with	most	silent	film	actors	who	used	highly	theatrical	facial	expressions,	Keaton	was	famous	for	his	blank	face.	But	this	was	not	the	deadpan	face	of	the	straight	man	in	a	comedy	duo.	Film	scholar	Gilberto	Perez	has	argued	that	"Keaton's	genius	as	an	actor	[was]	to	keep	a	face	so	nearly	deadpan	and	yet	render	it,	by	subtle	inflections,	so	vividly	expressive	of	inner	life."34	The	effectiveness	of	this	approach	is	evident	in	an	early	scene	in	the	1928	silent	film	Steamboat	Bill,	Jr.	where	Keaton	plays	the	son	of	a	steamboat	captain	who	returns	home	from	college	to	work	with	his	father.	Before	starting	work	the	effete	college	boy	has	to	be	outfitted	for	life	on	the	river.	At	the	haberdasher,	he	stands	before	a	mirror	while	his	beret	is	replaced	with	a	succession	of	hats.	Keaton	plays	this	scene	straight	to	the	camera-as-mirror	with	slight	shifts	in	expression	indicating	his	assessments	of	the	imposed	identities	suggested	by	each	hat.	There	are	several	such	scenes	across	Keaton’s	silent	films	of	the	1920s	where	he	invents	opportunities	to	give	facial	performances	directly	to	the	camera.	These	scenes	and	those	in	Beckett’s	Film	became	touchstones	for	Looking,	as	
                                       
32	Samuel	Beckett,	Film:	Complete	Scenario,	Illustrations,	Production	Shots	(New	York:	Grove	Press,	1969),	11.	33	Ibid.	34	Gilberto	Perez,	The	Material	Ghost:	Films	and	Their	Medium	(Baltimore:	Johns	Hopkins	University	Press,	1998),	119.	
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Keaton’s	consciousness	of	the	camera	is	clearly	present,	while	remaining	grounded	in	the	specifics	of	each	scene.			To	give	the	performances	in	Looking	this	kind	of	grounding,	I	used	the	technique	of	task-based	improvisation.	This	task-based	approach	is	consistent	with	the	contemporary	theory	of	dramaturgy,	as	outlined	in	the	Introduction	to	this	thesis,	in	that	the	meaning	of	each	scene	is	created	through	the	performer’s	contingent	responses	rather	than	through	the	interpretation	of	a	pre-existing	script.	Although	this	technique	is	commonplace	in	dance	and	physical	theatre,	its	use	in	film	production	is	often	constrained	by	dialogue	scripts	that	tightly	determine	any	extended	improvised	movement.	Consequently,	I	invited	actor	Nicholas	Hope	to	collaborate	with	me	on	this	project	as	I	was	aware	of	his	expertise	in	physically-based	screen	performance,	from	his	first	major	screen	role	as	Bubby	in	the	Rolf	de	Heer	film	Bad	Boy	Bubby	(1993)	through	to	more	recent	research	and	teaching.35		The	basis	for	the	collaboration	with	Nicholas	was	worked	out	in	detail	during	a	workshop	that	took	place	two	weeks	prior	to	the	shoot.	My	starting	point,	now	working	in	the	role	of	director,	was	to	create	an	environment	of	trust	and	open	experimentation	where	any	response	to	the	tasks	was	possible	and	welcomed.	By	comparison	with	a	rehearsal	for	a	project	with	a	narrative	basis,	there	was	significantly	more	freedom	as	the	performances	did	not	have	to	be	constrained	by	a	story	arc	or	a	consistent	character.	The	ground	rules	for	the	improvisations	included	a	type	of	phenomenological	bracketing:	no	overarching	context	or	setting,	no	through-line	or	unifying	narrative,	just	tasks	and	visual	stimuli.	There	were	no	prescribed	goals	or	outcomes,	rather	the	tasks	were	simple	incitements	to	physical	action.	In	scenes	where	video	was	projected	in	front	of	the	lens,	the	task	might	simply	be	to	respond	to	these	images.		Following	Nicholas’s	first	improvisation	of	a	scene	my	role	was	then	to	ask	for	further	exploration	of	particular	moments	and	the	clarification	or	editing	out	of	
                                       
35	Nicholas	undertook	research	into	the	relationship	between	landscape	and	the	physicality	of	performance	for	his	PhD	in	Performance	Studies:	Nicholas	Hope,	“Inner	Place—The	Impact	of	Embodied	Landscape	on	Actor	Decisions	in	Rehearsal”	(University	of	Sydney,	2010).	
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others.	In	some	cases,	after	two	or	three	improvisations	based	on	a	particular	task,	the	task	would	be	abandoned.	Five	of	the	tasks	that	were	workshopped	were	consequently	not	used	for	the	shoot.	The	intention	was	not	to	rehearse	the	scene	until	it	found	some	ideal	form	but	rather	to	move	on	once	it	was	clear	that	the	task	had	generated	an	engaging,	relevant	performance.	The	two-week	gap	between	the	workshop	and	the	shoot	had	been	planned	so	that	Nicholas	could	perform	for	the	shoot	with	the	confidence	that	the	workshop	had	generated	strong	material,	while	feeling	free	to	improvise	performances	afresh	for	the	filming.		
 
 
Figure 15. Stephen Burstow, Looking, 2015, multiscreen installation. Installation mock-up. 
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Figure 16. Stephen Burstow, Looking, 2015, multiscreen installation. Installation view: left screen and two iPads. 
 
 
 
Figure 17. Stephen Burstow, Looking, 2015, multiscreen installation. Installation view: right iPad, scene selection 
screen. 
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Looking:	Interactive	Multiscreen	Installation		At	the	centre	of	the	Looking	installation	room	were	two	iPads	on	plinths,	placed	approximately	one	metre	apart	(figures	15,	16,	and	17).	The	screen	of	each	iPad	was	mirrored	via	video	projection	to	its	own	projection	screen:	the	left	iPad	to	the	left	wall	of	the	room	and	the	right	iPad	to	the	opposite	wall.	On	the	left	iPad	the	default	screen	was	a	grid	of	the	numbers	1	to	10	and	on	the	right	iPad	a	grid	of	the	numbers	11	to	26.	When	a	viewer	touched	a	number,	the	corresponding	scene	played	on	both	the	iPad	and	the	projection	screen.	Then,	when	the	scene	finished	playing,	the	iPad	application	returned	to	the	scene	numbers	screen.	The	viewer	could	also	pause	and	stop	the	replay	using	the	on-screen	player	controls.		The	scenes	were	organised	into	two	groups	based	on	the	impetus	for	the	screen	subject’s	gaze:	in	scenes	1	to	10	he	instigates	the	looking,	while	in	scenes	11	to	26	he	is	responding	to	another’s	gaze.			Three	intentions	led	to	this	form	of	installation:			•	First,	giving	the	viewer	choice	over	scene	selection	would	encourage	them	to	consider	their	own	acts	of	looking	and	more	specifically	the	online	experience	of	moving	almost	instantly	from	one	register	of	looking	to	another.		•	Second,	the	playing	of	individual	scenes	would	discourage	the	viewer	from	searching	for	narrative	connections	between	scenes.			•	Third,	the	possibility	of	simultaneous	projections	of	scenes	would	encourage	a	comparative	mode	of	viewing.		During	the	exhibition	I	observed	viewers	interacting	with	the	work	and	I	spoke	with	some	as	they	were	leaving	the	room.	It	became	clear	that	a	major	weakness	of	the	installation	was	the	splitting	of	focus	between	the	iPads	and	the	projection	screens:	because	the	built-in	iPad	player	application	was	being	used,	the	scene	had	to	appear	both	on	the	iPad	and	via	the	projection.	The	player	interface	also	encouraged	some	
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viewers	to	move	through	the	scenes	as	quickly	as	possible	by	sampling	a	few	seconds	of	each.	Other	viewers	expected	some	videogame-like	connection	between	the	two	iPads,	anticipating	that	actions	taken	on	one	iPad	would	somehow	affect	the	other.	One	solution	to	some	of	these	negative	effects	would	be	to	use	a	custom	designed	player	interface	that	simply	permits	the	viewer	to	select	a	scene	for	replay	without	duplicating	the	replay	on	multiple	screens	and	without	permitting	control	of	the	playback	once	the	scene	replay	has	been	triggered.	However,	such	a	custom	designed	interface	could	still	raise	expectations	of	videogame-like	interaction.		Moving	from	the	player	interface	to	the	projection	of	the	scenes	on	opposite	walls,	the	intention	was	that	these	two	facing	screens	would	open	up	a	looking	battleground	with	viewers	being	encouraged	to	compare	the	different	looks	through	being	caught	in	the	gazing	crossfire.	Although	a	small	number	of	viewers	did	compare	scenes	on	the	two	screens,	most	viewers	were	focussed	on	the	scenes	playing	from	the	iPad	they	were	controlling.		Because	of	the	modular	nature	of	the	twenty-six	filmed	scenes,	it	is	possible	to	propose	an	alternative	iteration	of	the	work	that	responds	to	the	way	viewers	interacted	with	the	Wellington	installation.	Given	that	many	viewers	attempted	to	piece	together	a	consistent	character	and	narrative	for	the	work,	a	new	iteration	would	respond	to	this	narrative	drive	by	dividing	the	twenty-six	scenes	into	four	looping	videos,	each	with	a	duration	of	approximately	seven	minutes.	These	compilations	would	be	organised	around	the	shifting	registers	of	screen-based	looking	by	grouping	two	or	three	thematically	related	scenes	together	and	then	following	that	group	with	a	scene	where	the	gazing	theme	is	modified	or	reversed.	In	this	way,	narrative	expectations	would	be	taken	up	and	then	challenged.	Each	of	these	four	videos	would	play	as	loops	on	their	own	screen,	with	the	screens	varying	in	technology	and	size:	smartphone,	iPad,	fifty-five-inch	flat-screen	video	monitor,	and	large	projection	screen,	say	four	metres	by	two	and	a	quarter	metres.	On	the	smartphone,	iPad,	and	video	monitor,	the	screen	subject	would	appear	at	the	familiar	scales	offered	by	these	domestic	screens.	By	contrast,	the	screen	subject	in	the	projected	image	would	be	presented	approximately	full-scale,	foregrounding	the	
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gazing	power	struggles	between	viewer	and	screen	subject	that	are	instigated	in	the	scenes	selected	for	this	screen.			This	proposed	iteration	would	eliminate	the	expectations	of	technological	spectacle	introduced	through	the	iPad	interface,	while	still	honouring	the	intention	for	the	spectator	to	consider	the	intersubjective	nature	of	screen-based	looking	through	a	comparison	of	scenes	and	their	supporting	screens.
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Chapter	3				
The	Carte	de	Visite	and	Domestic	Digital	Photography	
Introduction	This	chapter	has	been	published	as	the	article:	“The	Carte	de	Visite	and	Domestic	Digital	Photography”	Photographies	9,	no.	3	(2016).			This	chapter	is	the	first	of	two	investigations	in	this	dissertation	that	compare	historical	instances	of	the	handheld	image	to	twenty-first-century	vernacular	image	practices,	the	second	historical	instance	being	the	portrait	miniature,	considered	in	Chapter	4.	The	carte	de	visite,	as	the	first	mass-produced	photographic	format,	was	devised	both	for	wide	distribution	and	for	collecting	in	albums	with	standardised	apertures,	instigating	struggles	between	circulation	and	control	that	are	often	seen	as	endemic	to	the	domain	of	networked	digital	images.			As	outlined	in	the	Introduction	to	this	dissertation,	the	carte	de	visite	generated	meaning	through	social	circulation	that	encompassed	the	photographer’s	studio,	the	print	seller’s	window,	the	domestic	parlour	and	any	social	setting	where	cartes	were	exchanged.	However,	once	cartes	had	been	captured	in	an	album,	rather	than	necessarily	being	ordered	through	the	tropes	of	dynastic	hierarchy,	their	ad	hoc	arrangements	suggest	contingent	performances	of	memory	arising	from	more	immediate	social	engagement.	This	resistance	to	the	creation	of	comprehensive	photographic	genealogies	is	compared	in	this	chapter	to	the	development	by	social	media	platforms	of	mnemonic	templates	based	on	personal	relationships	and	events,	rather	than	on	the	building	of	life	story	databases.			
Published	Article	Text	Entombed	in	the	forbidding	leather	covers	of	forgotten	family	albums,	the	carte	de	visite	was	largely	ignored	or	derided	for	much	of	the	twentieth	century.	As	the	most	popular	form	of	photograph	from	the	1860s	to	the	1880s,	art	historians	portrayed	it	
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as	the	ubiquitous	product	of	shallow	commercialism.	Carte	de	visite	portraits,	in	particular,	with	their	stock	studio	settings	and	stereotyped	poses,	were	seen	as	devoid	of	individual	expression,	while	for	others	their	social	function	was	confined	to	the	rising	middle	class’s	visual	display	of	status.1	
 From	the	beginning	of	this	century,	however,	the	carte	de	visite,	along	with	other	forms	of	nineteenth-century	photography,	has	received	sustained	reappraisal	by	historians	and	cultural	theorists	who	have	conducted	fine-grained	explorations	of	the	social	practices	around	the	production,	exchange,	and	collection	of	cartes.	The	porosity	of	the	public	and	private	has	been	a	particular	focus	of	this	research.	Markers	of	status	became	disconcertingly	democratised	with	portrait	cartes	of	royalty,	statesmen,	and	clergy	jostling	for	space	in	the	print	seller’s	window	with	those	of	actresses	and	sportsmen.2	These	mass-produced	celebrity	cartes	were	then	placed	in	carte	de	visite	albums	alongside	portraits	of	friends	and	relatives,	together	with	cartes	of	sentimental	scenes	and	exotic	landscapes	and	peoples.	This	visual	curation	of	a	world	extending	from	the	domestic	parlour	to	the	Egyptian	pyramids	has	prompted	several	authors	to	make	comparisons	between	cartes	de	visite	and	domestic	digital	photographs:	in	both	carte	albums	and	on	social	media	platforms,	images	of	family	and	friends	are	arranged	contiguously	with	images	gleaned	from	the	wider	world.3	
 These	nascent	comparisons	have	prompted	the	approach	for	this	study	of	the	carte	de	visite,	one	with	an	awareness	of	the	qualities	associated	with	domestic	digital	photography:	ephemerality,	proliferation,	and	the	affordance	of	self-performance	and	social	communication	over	and	above	memory.	The	affordance	of	memory	is	a	particular	focus	as	it	is	routinely	claimed	that	while	domestic	digital	photography	and	related	online	image	sharing	platforms	serve	the	needs	of	immediate	social	
                                       
1	John	Tagg,	“A	Democracy	of	the	Image:	Photographic	Portraiture	and	Commodity	Production,”	in	The	
Burden	of	Representation:	Essays	on	Photographies	and	Histories	(London:	Macmillan,	1988).	2	John	Plunkett,	“Celebrity	and	Community:	The	Poetics	of	the	Carte-De-Visite,”	Journal	of	Victorian	
Culture	8,	no.	1	(2003).	3	Patrizia	Di	Bello,	Women's	Albums	and	Photography	in	Victorian	England	(Aldershot:	Ashgate,	2007),	156-160;	Risto	Sarvas	and	David	M.	Frohlich,	From	Snapshots	to	Social	Media:	The	Changing	Picture	of	
Domestic	Photography	(New	York:	Springer,	2011),	37–42.	
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communication,	the	domestic	photographs	of	the	pre-digital	era	were	made	and	collected	primarily	for	posterity.4	This	article	questions	this	portrayal	by	investigating	countervailing	practices:	while	twenty-first-century	subjects	are	availing	themselves	of	the	expanding	mnemonic	functionality	of	social	media	platforms	such	as	Facebook,	nineteenth-century	portrait	sitters	and	album	compilers	are	shown	to	have	given	great	importance	to	the	immediate	social	utility	of	the	carte	de	visite.	
 This	article	examines	cartes	de	visite	through	their	full	temporal	life:	from	production	to	dissemination	and	collection	in	albums	and	then	finally	to	their	fate	beyond	the	first	generation	of	their	origin.	Before	proceeding,	two	orientations	are	required.	Firstly,	the	relationship	of	memory	to	the	carte	de	visite	and	domestic	digital	photography	is	placed	in	the	context	of	a	wider	discourse	on	memory	and	photography.	Secondly,	as	this	article	relies	on	carte	de	visite	albums	as	primary	sources,	a	brief	summary	of	the	related	scholarship	is	useful	to	contextualise	the	focus	of	this	survey	of	carte	de	visite	albums	in	Australian	collections.		
Photography	and	Memory	On	4	February	2016,	Facebook	celebrated	its	twelfth	birthday	by	placing	short	“Friends	Day”	videos	on	users’	Timelines.	Accompanied	by	music	and	text	(“Here	are	your	friends/You’ve	done	a	lot	together/Your	friends	are	pretty	awesome”),	the	videos	presented	a	sequence	of	photographs	of	users	with	their	Facebook	friends.	Paula	Young	Lee,	a	columnist	with	the	online	magazine	Salon.com	commented:	“As	we	sift	through	images	of	our	curated	experiences	on	Facebook,	we	do	not	relive	our	past	so	much	as	we	recreate	ourselves	out	of	selected	memories.	Thanks	to	our	willing	collaboration,	Facebook	is	creating	an	alternate	reality	we	like	better	than	the	kind	that	wrinkles	and	ages.”5	Lee’s	experience	of	having	her	authentic	memory	
                                       
4	From	Snapshots	to	Social	Media:	The	Changing	Picture	of	Domestic	Photography,	133.	5	Paula	Young	Lee,	“Thanks	for	Nothing,	Facebook:	#Friendsday	Is	Our	Latest	Reminder	That	Curated	Selves	Are	Becoming	‘More	Real	Than	Real,’”	Salon.com,	http://www.salon.com/2016/02/04/thanks_for_nothing_facebook_friendsday_is_our_latest_reminder_that_curated_selves_are_becoming_more_real_than_real/.		
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obstructed,	even	supplanted,	by	photographic	images,	echoes	a	critical	tradition	that	can	be	traced	from	Charles	Baudelaire’s	nineteenth-century	polemics	against	photography	to	texts	by	Siegfried	Kracauer	and	Walter	Benjamin	written	in	the	1920s	and	1930s.6	This	understanding	of	memory	and	photography	contrasts	the	memory	images	that	attain	their	strength	through	subjective	affections	and	repressions,	with	photographic	images	that	are	merely	objective	collections	of	externalities.	When	Benjamin	surveys	the	portraits	in	a	nineteenth-century	family	album,	the	faithful	recording	of	appearances	reveals	nothing	but	a	series	of	“foolishly	draped”	figures	posed	in	ridiculous	studio	sets.7	Kracauer,	looking	at	a	family	portrait	of	his	grandmother	taken	when	she	was	a	young	woman,	also	finds	the	indexicality	of	photography	of	little	assistance	in	establishing	a	mnemonic	connection:	“All	right,	so	it’s	grandmother;	but	in	reality	it’s	any	young	girl	in	1864….	Likeness	has	ceased	to	be	of	any	help.”8	
 Benjamin’s	and	Kracauer’s	sense	of	alienation	from	these	family	portraits	contrasts	with	the	experience	of	the	subjects	and	the	immediate	collectors	of	nineteenth-century	studio	portraits	for	whom	the	direct	trace	of	a	loved	one’s	presence	held	fetishistic	power.	As	art	historian	and	journalist	Lady	Elizabeth	Eastlake	commented	in	1857:		 What	indeed	are	nine-tenths	of	those	facial	maps	called	photographic	portraits,	but	accurate	landmarks	and	measurements	for	loving	eyes	and	memories	to	deck	with	beauty	and	animate	with	expression,	in	perfect	certainty,	that	the	ground-plan	is	founded	upon	fact?…	Though	the	faces	of	our	children	may	not	be	modelled	and	rounded	with	that	truth	and	beauty	which	art	attains,	yet	minor	things—the	very	shoes	of	the	one,	the	inseparable	
                                       
6	Charles	Baudelaire,	“Salon	of	1859,”	in	Art	in	Theory,	1815–1900:	An	Anthology	of	Changing	Ideas,	ed.	Charles	Harrison,	Paul	Wood,	and	Jason	Gaiger	(Maiden,	MA:	Blackwell,	1998);	Siegfried	Kracauer,	“Photography,”	in	The	Mass	Ornament:	Weimar	Essays,	ed.	Thomas	Y.	Levin	(Cambridge,	MA:	Harvard	University	Press,	1995);	Walter	Benjamin,	“A	Small	History	of	Photography,”	in	One	Way	Street	and	
Other	Writings	(London:	NLB,	1979).	7	“A	Small	History	of	Photography,”	246.		8	Kracauer,	“Photography,”	48.	
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toy	of	the	other—are	given	with	a	strength	of	identity	which	art	does	not	even	seek	[emphasis	in	original].9		What	is	particularly	significant	about	Eastlake’s	text	is	that	establishing	the	veracity	of	representation	is	only	the	first	step	in	bringing	the	depicted	loved	one	fully	to	mind:	the	viewer’s	“loving	eyes	and	memories”	are	required	to	transform	the	photographic	portrait	into	a	memory	image.	For	all	its	indexicality,	the	portrait	is	only	a	map,	an	outline	that	must	yet	be	adorned	with	beauty	and	expression.	For	the	personal	portrait	to	retain	some	of	this	mnemonic	potency	beyond	the	first	generation	of	its	production	requires	its	continued	integration	into	the	rituals	of	family	oral	history.	And	as	Martha	Langford	has	shown	through	her	study	of	Canadian	family	photograph	albums,	these	once-treasured	artefacts	easily	vanished	from	ongoing	family	narration.10	For	Benjamin	and	Kracauer	this	was	clearly	the	case:	in	two	generations	the	family	carte	album	had	become	a	dusty	relic	filled	with	empty	curiosities.	This	anti-mnemonic	perspective	has	been	challenged	by	recent	scholarship	that	has	investigated	the	social	practices	surrounding	the	emergence	of	the	carte	de	visite	in	the	1860s.	As	Elizabeth	Siegel	observes,	at	this	time	“family	photograph	albums	were	the	height	of	novelty;	their	contents	were	emphatically	of	the	present	and	acted	as	daily	reminders	for	the	living.”11		This	attention	to	nineteenth-century	social	practices	surrounding	the	production,	exchange	and	collecting	of	cartes	shifts	the	focus	from	the	memory	that	sustains	family	narratives	across	centuries	and	generations	to	the	recent	memory	required	for	everyday	life—a	zone	of	memory	that	is	also	pertinent	to	domestic	digital	photography.	For	most	Facebook	users,	the	“Friends	Day”	videos	posted	to	their	Timelines	would	have	reached	back	no	further	than	ten	years,	reflecting	the	much-observed	temporal	shallowness	of	online	social	media.	Yet	as	Paula	Young	Lee’s	commentary	indicates,	the	curating	of	this	memory	is	vigorously	disputed.	The	
                                       
9	Elizabeth	Eastlake,	“‘Photography,’	Reprinted	from	Quarterly	Review	(London)	101	(April	1857),”	in	
Photography:	Essays	&	Images:	Illustrated	Readings	in	the	History	of	Photography,	ed.	Beaumont	Newhall	(London:	Secker	and	Warburg,	1980),	94.	10	Martha	Langford,	Suspended	Conversations:	The	Afterlife	of	Memory	in	Photographic	Albums	(Montreal:	McGill-Queen's	University	Press,	2008),	199.	11	Elizabeth	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	
Photograph	Albums	(New	Haven:	Yale	University	Press,	2010),	146.	
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intention	of	this	article	is	to	bring	this	twenty-first-century	experience	of	memory	as	an	unfolding,	contested	affordance	of	photography,	to	the	consideration	of	the	carte	de	visite.		
Carte	de	Visite	Albums	The	carte	de	visite	album,	as	a	site	of	curation	and	display	of	individual	sensibility,	familial	bonds,	and	wider	cultural	awareness,	is	crucial	to	this	study.	Although	the	carte	album’s	importance	was	noted	by	Beaumont	Newhall	and	Elizabeth	Anne	McCauley,	more	recent	historical	scholarship	has	offered	detailed	descriptions	and	analyses	of	particular	albums:	Patricia	di	Bello	examines	albums	of	two	upper-class	English	women	while	Lara	Perry	considers	an	album	compiled	by	the	English	Bishop	Samuel	Wilberforce.	Martha	Langford	singles	out	a	small	number	of	albums	from	the	collection	of	Canadian	McCord	Museum	for	more	detailed	commentary	and	Elizabeth	Siegel	conducts	a	more	general	survey	for	her	history	of	the	nineteenth-century	American	photograph	album.12	
 This	article	employs	a	survey	of	forty	carte	de	visite	albums	from	the	collections	of	three	Australian	public	libraries.13	This	sample	size	was	chosen	as	being	large	enough	to	identify	patterns	that	would	extend	and	critique	particular	analyses	made	by	di	Bello	and	Siegel	on	the	staging	of	carte	portraits	and	practices	of	album	organisation	and	annotation.	From	the	above	scholarship,	this	approach	is	most	
                                       
12	Beaumont	Newhall,	The	History	of	Photography	from	1839	to	the	Present	(1949),	5th	ed.	(New	York:	The	Museum	of	Modern	Art,	1994),	49;	Elizabeth	Anne	McCauley,	A.A.E.	Disdéri	and	the	Carte	De	Visite	
Portrait	Photograph	(New	Haven:	Yale	University	Press,	2004),	46–48;	Di	Bello,	Women's	Albums	and	
Photography	in	Victorian	England;	Lara	Perry,	“The	Carte	De	Visite	in	the	1860s	and	the	Serial	Dynamic	of	Photographic	Likeness,”	Art	History	36,	no.	4	(2012);	Langford,	Suspended	Conversations:	
The	Afterlife	of	Memory	in	Photographic	Albums;	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	
Nineteenth-Century	American	Photograph	Albums.	13	Carte	de	visite	albums	were	viewed	from	the	collections	of	the	National	Library	of	Australia,	the	State	Library	of	New	South	Wales	and	the	State	Library	of	Victoria.	The	forty	albums	surveyed	represent	all	of	the	intact	carte	albums	in	these	libraries’	collections.	In	these	albums	carte	de	visite	albumen	prints	predominate,	but	the	albums	also	include	tintypes,	ambrotypes,	and	colour	lithographs,	as	well	as	the	larger	cabinet	card	albumen	prints.	Albums	from	the	late	1860s	often	contained	apertures	for	both	cartes	de	visite	and	cabinet	cards.	The	carte	de	visite	print	was	mounted	on	a	card	measuring	sixty-five	by	107	millimetres	and	the	cabinet	card	measured	107	by	168	millimetres:	Alan	Davies,	An	Eye	for	Photography:	The	Camera	in	Australia	(Carlton,	VIC:	The	Miegunyah	Press,	2004),	20–22.	
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closely	aligned	to	that	of	Siegel’s	study	of	American	albums,	although	in	my	study	there	is	no	attempt	to	argue	for	the	distinctiveness	of	albums	based	on	their	association	with	the	Australian	colonies.		
Production	How	a	subject	performs	a	self	has	become	an	inescapable	focus	of	the	study	of	domestic	digital	photography.	As	Nancy	Van	House	observes:	“making,	showing,	viewing	and	talking	about	images	are	not	just	how	we	represent	ourselves,	but	contribute	to	the	ways	we	enact	ourselves,	individually	and	collectively,	and	reproduce	social	formations	and	norms.”14	The	ease	of	image-making	using	camera-phones,	together	with	the	increasingly	public	online	circulation	of	personal	images,	has	accelerated	the	constant	recalibrations	and	changes	of	register	required	of	the	subject	in	representing	the	self	within	these	shifting	social	formations.		The	performance	of	the	self	in	carte	de	visite	portraiture,	by	contrast,	can	appear	determined	and	static,	evidenced	by	a	stable	repertoire	of	poses,	costumes,	and	studio	settings.	Elizabeth	Anne	McCauley,	for	example,	in	her	pioneering	study	of	French	carte	de	visite	portraiture,	concludes	that	the	carte	de	visite	“represents	an	early	step	toward	the	simplification	of	complex	personalities	into	immediately	graspable	and	choreographed	performers.”15	Yet	the	substance	of	McCauley’s	book	demonstrates	that	this	portrait	choreography	was	dynamic	and	contested	territory.	She	pays	particular	attention	to	the	complex	relationship	between	photographic	and	painted	portraiture,	charting	the	crucial	argument	as	to	which	medium	was	best	able	to	portray	the	mind,	soul	or	character	of	the	sitter	rather	than	mere	appearance.		This	struggle	for	authenticity	informed	the	related	discussions	about	appropriate	poses,	costumes,	and	settings	for	carte	portraits.	As	the	carte	de	visite	industry	grew,	many	middle-class	patrons	ventured	into	a	portrait	studio	for	the	first	time	and	experienced	the	social	and	psychological	challenge	of	arriving	at	a	pose.	
                                       
14	Nancy	A.	Van	House,	“Personal	Photography,	Digital	Technologies	and	the	Uses	of	the	Visual,”	Visual	
Studies	26,	no.	2	(2011):	131.	15	McCauley,	A.A.E.	Disdéri	and	the	Carte	De	Visite	Portrait	Photograph,	224.	
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Consequently,	much	presentational	advice	was	published	for	the	benefit	of	both	photographer	and	patron.	The	renewed	popularity	of	physiognomy,	with	its	promise	of	transparency	between	appearance	and	inner	self,	led	commentators	such	as	American	physician	and	author	Oliver	Wendell	Holmes	to	caution:	“The	anxiety	which	strives	to	smooth	its	forehead	cannot	get	rid	of	the	telltale	furrow.	The	weakness	which	belongs	to	the	infirm	of	purpose	and	vacuous	of	thought	is	hardly	to	be	disguised,	even	though	the	moustache	is	allowed	to	hide	the	centre	of	expression”	[emphasis	in	original].16		Pronouncements	on	the	futility	of	dissembling	when	posing	for	carte	portraits	were	supported	by	the	Victorian	concern	with	the	education	of	feelings	or	sentiment.	Even	utilitarian	philosopher	John	Stuart	Mill	was	concerned	that,	especially	in	England,	an	obsession	with	commerce	and	industry	could	lead	to	an	absence	of	“high	feelings”	and	to	conduct	that	was	“always	directed	towards	low	and	petty	objects.”17	The	antidote,	derived	from	the	popular	Romanticism	of	Jean-Jacques	Rousseau	and	William	Wordsworth,	was	the	contemplation	of	nature	and	the	study	of	art	and	literature.	As	Patrizia	di	Bello	comments	in	her	study	of	Victorian	women’s	photograph	albums:	
 Romanticism	and	the	cult	of	sensibility	were	crucial	in	establishing	the	private	sphere	as	the	setting	for	the	true	realisation	of	personal	interiority,	through	activities	and	interactions	based	on	authentic	feelings	rather	than	performances	put	on	for	fashionable	considerations	and	in	the	interest	of	social	ambition.18	
 The	importance	of	this	cultivation	of	“personal	interiority”	can	be	seen	in	a	trope	of	portrait	poses	where	the	sitter	is	shown	reading,	doing	embroidery,	or	contemplating	an	artwork	or	flower	arrangement.	Although	the	settings	for	most	
                                       
16	Oliver	Wendell	Holmes,	“Doings	of	a	Sunbeam,”	in	Photography:	Essays	and	Images,	ed.	Beaumont	Newhall	(London:	Secker	and	Warburg,	1981),	70.	17	John	Stuart	Mill,	Autobiography	with	an	Introduction	by	C.V.	Shields	(New	York:	Liberal	Arts	Press,	1957),	38.	18	Di	Bello,	Women's	Albums	and	Photography	in	Victorian	England,	40.	
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carte	portraits	make	reference	to	the	domestic	parlour,	these	portraits	of	interiority	create	a	heightened	sense	of	intimacy	for	the	viewer	as	the	subject	is	observed	engaging	in	a	private	activity,	rather	than	presenting	themself	to	the	camera.	
 The	surveyed	albums	also	present	an	even	purer	form	of	the	introspective	portrait:	one	that	has	no	visible	object	of	contemplation.	The	sitter	gazes	off	into	space,	but	not	in	order	to	present	a	noble	profile	to	the	camera—rather	the	attention	is	directed	inwards	with	eyes	downcast	and	the	face	averted	from	the	camera.	While	the	portrait	of	the	Reverend	W.	Vetch	(figure	18)	was	perhaps	intended	as	a	more	spiritual	variation	on	this	theme,	it	shares	with	other	introspective	portraits	the	communication	of	depth	of	character	and	sentiment	through	inward	focus.		
Stephen	Burstow	 	 	 The	Handheld	Image	 91	
	
Figure 18. Albumen carte de visite photograph. Portrait of Reverend W. Vetch mounted in album. Brearley and Bray 
families’ collection. State Library of New South Wales, PXE 1525. 	Despite	the	dangers	of	inauthenticity	expressed	by	Oliver	Wendell	Holmes	above,	most	commentators	on	the	practice	of	posing	for	a	carte	portrait	advised	sitters	to	adopt	a	posing	technique,	as	simply	presenting	oneself	to	the	camera	lens	in	a	transparently	neutral	pose	gave	unacceptable	results.	An	anonymous	author,	writing	in	a	British	weekly	journal	in	1862	about	his	own	experience	of	carte	portraiture,	felt	that	the	portrait	resulting	from	simply	“presenting	a	tolerably	favourable	view	of	my	
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features	and	limbs	to	the	fatal	lens”	was	“so	tame	and	unimposing	a	picture	that	I	determined	on	the	next	occasion	to	throw	more	intellect	into	the	thing.”19	At	the	next	portrait	sitting	the	writer	fixed	his	gaze	on	a	curtain	and	“blasted	it	with	the	energy	of	my	regard….	That	look	has,	I	am	happy	to	say,	been	reproduced	faithfully,	and	no	one	could	see	the	portrait	without	giving	its	original	credit	for	immense	penetration,	great	energy	and	strength	of	character,	and	a	keen	and	piercing	wit.”20	
 The	range	of	commentary	and	advice	available	to	the	portrait	subject	indicates	that	carte	portraiture	was	a	contested	practice	where	the	sitter	could	exercise	considerable	agency.	As	portrayed	by	the	author	above,	this	agency	was	enhanced	through	the	process	of	trial	and	error	permitted	by	the	technology	of	the	carte	de	visite.		When	portrait	subjects	sat	for	their	carte	portrait,	it	was	possible,	using	a	four-lens	studio	camera	and	a	moving	negative	plate	holder,	to	expose	four	portrait	images	at	a	time.	The	negative	plate	could	be	moved	to	the	other	side	and,	with	the	sitter	holding	the	same	pose,	another	four	images	could	be	exposed.	After	development	of	the	plate	and	production	of	the	albumen	print,	eight	near-identical	portraits	could	be	cut	from	the	grid	and	pasted	onto	cards.	This	was	the	best	approach	if	the	sitter	wanted	multiple	prints	of	a	single	pose.	However,	some	uncut	carte	de	visite	prints	have	survived	that	show	patrons	pursuing	other	strategies:	for	example,	a	sheet	of	uncut	portraits	of	Princess	Gabrielle	Bonaparte	shows	her	opting	for	five	different	poses	across	the	eight	images.21	Cartes	collected	in	albums	also	give	insights	into	the	conduct	of	studio	portrait	sessions.	In	several	of	the	albums	surveyed,	different	portraits	of	the	same	person,	that	are	clearly	the	product	of	the	same	studio	session,	have	been	collected	together	as	a	series.22	Within	a	particular	session,	the	set,	the	
                                       
19	“The	Carte	De	Visite,”	Sydney	Morning	Herald,	27	October	1862,	8.	Patrizia	di	Bello	cites	this	article	as	being	published	in	the	British	journal	All	the	Year	Round	(1862):	165‒168.	Elizabeth	Siegel	quotes	the	same	article	being	reprinted	in	the	American	Union,	Boston,	on	16	August	1862	and	it	appeared	in	
The	Sydney	Morning	Herald	on	27	October	the	same	year.	This	circulation	points	to	the	international	relevance	of	social	commentary	on	the	newly	emergent	carte	portraiture.	20	Ibid.	21	Oliver	Mathews,	The	Album	of	Carte-De-Visite	and	Cabinet	Portrait	Photographs	1854-1914	(London:	Reedminster	Publications,	1974),	9.	The	photographer	exposed	individual	areas	of	the	glass	negative	by	uncapping	one	lens	at	a	time.	22	An	example	is	found	in	the	carte	de	visite	album,	State	Library	of	Victoria,	PCLTAF	854	H85.70/72.	
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pose,	and	the	framing	can	all	vary.	Carte	portraiture	permitted	photographers	and	patrons	an	expanded	field	of	experimentation	with	the	knowledge	that,	because	of	the	carte’s	negative/positive	process,	individual	portraits	could	be	selected	later	from	a	proof	sheet	for	multiple	printing.		With	the	arrival	of	the	carte	de	visite,	the	possibilities	for	self-performance	that	were	available	within	a	single	studio	session	then	opened	out	across	time	as	patrons	made	return	visits	with	diverse	motivations	for	commissioning	a	new	set	of	portraits:	dissatisfaction	with	a	previous	portrait,	a	marriage,	growing	children,	a	change	in	career,	or	a	new	outfit.	For	Oliver	Wendell	Holmes,	notwithstanding	his	earlier-quoted	belief	in	physiognomy,	encountering	a	series	of	portraits	of	an	intimate	enabled	novel	understandings	of	personal	identity:	
 We	have	learned	many	curious	facts	from	photographic	portraits	which	we	were	slow	to	learn	from	faces.	One	is	the	great	number	of	aspects	belonging	to	each	countenance	with	which	we	are	familiar.	Sometimes,	in	looking	at	a	portrait,	it	seems	to	us	that	this	is	just	the	face	we	know,	and	that	it	is	always	thus.	But	again	another	view	shows	us	a	wholly	different	aspect,	and	yet	as	absolutely	characteristic	as	the	first;	and	a	third	and	fourth	convince	us	that	our	friend	was	not	one,	but	many,	in	outward	appearance,	as	in	the	mental	and	emotional	shapes	by	which	his	inner	nature	made	itself	known	to	us.23	
 Holmes	here	intimates	a	strikingly	modern	understanding	of	the	self.	His	sequential	encounters	with	different	“views”	or	photographic	portraits	of	“our	friend”	facilitate	a	re-evaluation	of	the	subject’s	mental	and	emotional	constitution.	While	not	destroying	continuity	of	character,	each	of	these	portrait	encounters	requires	a	revision	and	a	complication	of	the	previous	understanding.	For	Lara	Perry	this	consideration	of	the	series	becomes	crucial:	“How	the	individual	image	gives	meaning	to	the	series,	and	how	the	series	gives	meaning	to	the	individual	image,	is	the	dynamic	of	likeness	that	was	exploited	in	the	culture	of	the	carte	de	visite.”24	
                                       
23	Holmes,	“Doings	of	a	Sunbeam,”	70.	24	Perry,	“The	Carte	De	Visite	in	the	1860s	and	the	Serial	Dynamic	of	Photographic	Likeness,”	731.	
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Emerging	from	this	portrait	series	is	an	expanding	inter-subjective	consciousness	that	also	challenges	the	poverty	of	the	initial	understanding	based	only	on	face-to-face	encounters.	It	is	significant	that	Holmes	is	describing	his	perceptions	of	a	friend	and	not	a	distant	public	figure,	the	implication	being	that	the	mediation	of	social	relationships	through	photographic	images	was	already	significant	in	the	1860s.	
 If	the	carte	de	visite	represents	the	point	at	which	photographic	portraits	began	to	signify	“as	part	of	a	set	or	series	rather	than	as	unique	objects,”	domestic	digital	photography	seems	to	have	reached	the	apogee	of	series	production:	who	now	ever	takes	a	single	photograph?25	Yet	much	of	the	heat	that	is	generated	in	public	commentary	on	contemporary	private-gone-public	photographs	occurs	when	individual	images	are	subjected	to	scrutiny,	rather	than	being	understood	as	moments	from	the	image-making	stream.	This	escape	and	appropriation	of	digital	images	from	databases	both	private	and	public	now	appears	so	commonplace	that	it	is	useful	to	consider	related	effects	that	emerged	with	the	mass	production	of	the	carte	de	visite.		
Dissemination	Perhaps	the	most	distinctive	quality	of	digital	domestic	photography	lies	in	its	ease	of	circulation.	These	images	can	have	unlimited	parallel	lives:	shared	face-to-face	on	a	smartphone,	posted	to	a	photo	blog,	annotated	on	a	social	media	platform,	printed	in	a	photo	book,	or	perhaps	even	incorporated	into	a	memorial	audio-visual	presentation	at	the	subject’s	funeral.	Each	of	these	instances	of	the	image	offers	different	contexts	for	interpretation	and	there	is	considerable	public	concern	about	image	creators	losing	control	both	of	the	context	and	the	image	file	itself.26	
 By	comparison	with	the	recent	experience	of	personal	photography	from	the	snap-	shot	era,	the	dissemination	of	cartes	de	visite	can	potentially	offer	more	useful	analogues	for	this	experience	of	digital	domestic	photography.	As	Sarvas	and	
                                       
25	Ibid.,	747.	26	Martin	Hand,	Ubiquitous	Photography	(Cambridge:	Polity	Press,	2012),	180–181.	
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Frohlich	observe,	while	there	was	no	technical	barrier	in	the	negative/positive	technologies	of	the	“Kodak	Path”	to	the	production	of	unlimited	prints	from	any	photographic	negative,	in	practice	reproduction	of	domestic	photographs	was	highly	circumscribed:	for	example	during	the	snapshot	era,	photo-lab	customers	might	order	a	second	set	of	prints	for	distribution	to	family	and	friends,	while	some	families	had	multiple	prints	of	portraits	made	to	send	with	Christmas	cards.27	Personal	carte	de	visite	portraits,	by	contrast,	were	usually	purchased	by	the	dozen,	with	the	explicit	intention	of	exchange,	while	most	photographic	studios	held	the	negatives	on	file	for	reorders.		Prior	to	the	carte,	painted	portraits,	whether	on	canvas	or	as	miniatures,	were	commissioned	for	specific	recipients	and	exhibition	settings.	The	portrait	miniature,	in	particular,	was	part	of	a	culture	of	gift	exchange	and	letter	writing	amongst	intimates	that	provided	an	agreed	interpellation.28	The	daguerreotype	portrait	followed	this	highly	directed	mode	of	distribution	and	display.	However,	as	Lara	Perry	observes,	the	carte	de	visite	“escaped	these	boundaries	and	found	itself	in	multiple	and	possibly	unpredictable	interpretive	contexts.”29		Many	carte	portraits	of	celebrities,	from	royalty	to	statesmen	and	wealthy	industrialists,	were	produced	with	the	same	aesthetic	as	the	portraits	of	any	middle-class	patron,	using	similar	studio	sets,	props,	and	styles	of	attire.	Consequently,	there	was	no	formal	way	to	distinguish	between	a	portrait	given	by	a	bourgeois	portrait	subject	to	friends	or	family,	and	the	celebrity	portrait	that	could	be	purchased	from	a	photographic	studio	or	print	seller.	Anxiety	about	potential	confusion	that	could	arise	from	the	conflation	of	these	portrait	categories	resulted	in	cautionary	tales	appearing	in	the	photographic	press.	Elizabeth	Siegel	mentions	a	story	published	in	the	American	Journal	of	Photography	in	1863	that	related	how	a	portrait	subject,	having	become	newly	famous	through	success	on	the	stock	market,	is	shocked	to	find	
                                       
27	Sarvas	and	Frohlich,	From	Snapshots	to	Social	Media:	The	Changing	Picture	of	Domestic	Photography,	95–96.	28	Marcia	Pointon,	“‘Surrounded	with	Brilliants’:	Miniature	Portraits	in	Eighteenth-Century	England,”	
Art	Bulletin	83,	no.	1	(2001).	29	Perry,	“The	Carte	De	Visite	in	the	1860s	and	the	Serial	Dynamic	of	Photographic	Likeness,”	739.	
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his	carte	portrait	being	sold	everywhere	by	print	sellers.30	He	discovers	that	the	portrait	given	only	to	members	of	his	family	has	been	traded	by	his	son	to	an	unscrupulous	travelling	photographer	who	copies	and	markets	it	as	a	celebrity	carte.		In	the	nineteenth	century,	with	the	expansion	of	the	urban	middle	class,	social	communications	that	would	previously	have	remained	within	family	networks	were	finding	their	way	into	the	public	domain.	While	facilitating	this	process,	the	carte	portrait	could	easily	be	transformed	from	an	image	of	private	affection	into	one	of	public	notoriety.	Lara	Perry	observes	that	although	advertising	in	newspapers	for	potential	marriage	partners	was	still	a	somewhat	controversial	practice	in	the	1860s,	these	ads	“often	invited	respondents	to	include	a	carte	in	their	reply,	or	suggested	an	exchange	of	cartes	de	visite.”31	Perry	then	lists	a	series	of	incidents,	reported	in	the	press,	that	were	used	to	illustrate	the	potentially	deleterious	consequences	of	the	practice.	A	young	“Adonis”	is	found	to	have	accumulated	more	than	a	hundred	cartes	of	unsuspecting	young	women,	while	other	advertisers	were	lured	into	meetings	where	they	were	publicly	humiliated.		Within	just	a	few	years,	cartes	de	visite	had	proliferated	globally	and	escaped	the	bounds	of	their	initial	use	within	elite	social	circles.	Although	we	are	now	accustomed	to	the	ease	of	digital	file	dissemination,	the	materiality	of	the	carte	de	visite	provided	little	barrier	to	this	appropriation.	As	a	highly	mobile,	standardised	commodity,	carte	portraits	easily	slipped	the	leash	of	their	intended	functions	to	then	take	on	ambiguous	and	potentially	disturbing	new	meanings.		
Collecting	Our	experience	of	the	twenty-first-century	photo	album	is	of	its	dispersal.	The	centrally	curated	family	album	of	the	last	century	has	lost	its	dominance	as	everyone	amasses	individual	collections	that	are	also	shared	and	annotated	online.	In	this	way,	the	visual	basis	of	memory	is	paradoxically	becoming	both	more	individual	and	more	
                                       
30	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	Photograph	
Albums,	56-57.	31	Perry,	“The	Carte	De	Visite	in	the	1860s	and	the	Serial	Dynamic	of	Photographic	Likeness,”	740.	
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communal.	This	mnemonic	potency	has	been	downplayed	in	much	of	the	analysis	of	domestic	digital	photography:	“personal	photographs	may	be	becoming	more	public	and	transitory,	less	private	and	durable	and	more	effective	as	objects	of	communication	than	of	memory.”32		By	comparison,	the	carte	de	visite	album,	a	substantial	bound	volume	taking	pride	of	place	in	the	domestic	parlour,	appears	to	offer	durability	and	longevity,	its	collection	of	carefully	curated	family	photographs	calling	forth	rituals	of	remembrance	for	generations	to	come.	Although	an	analysis	of	carte	de	visite	albums	reveals	two	contrasting	paradigms	of	collecting	and	organisation,	neither	supports	the	imperatives	of	dynastic	memory.		
 
Figure 19. Albumen carte de visite photographs. Portraits of HRH Duke of Edinburgh and O. H. Brierly mounted in 
album. Brearley and Bray families’ collection. State Library of New South Wales, PXE 1525. 		
                                       
32	Van	House,	“Personal	Photography,	Digital	Technologies	and	the	Uses	of	the	Visual,”	125.	
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Figure 20. Cabinet card and cartes de visite mounted in opening spread of an album. Left page: albumen cabinet card 
photograph, reproduction of painting. Right page: two cartes de visite; colour lithograph religious image and albumen 
photograph unidentified portrait of child. Ramsay family’s collection. State Library of New South Wales PXE 1165 box 2. 	From	the	surveyed	albums,	two	carte	albums	in	the	collection	of	the	State	Library	of	New	South	Wales	provide	immediate	contrasts	in	both	content	and	organisation.	The	first	album	for	consideration	comes	from	the	Brearley	and	Bray	families’	collection	of	papers	and	photographs:	an	album	with	ninety-three	images,	displaying	two	cartes	per	page.	The	first	four	images	are	carte	portraits	of	celebrities:	on	the	first	page	(figure	19)	are	the	Duke	of	Edinburgh	(1844‒1900)	and	O.	W.	Brierly	(1817‒1894,	a	marine	painter	who	travelled	widely	in	the	Pacific),	followed	on	the	second	page	by	a	medical	doctor	and	a	clergyman.	Each	is	identified	in	Gothic	text	written	on	the	mount.	The	next	two	portrait	subjects,	both	men,	are	identified	in	their	own	hands.	The	opening	hierarchical	taxonomy	is	clear,	with	royalty	then	leading	to	a	survey	of	prominent	professions.	The	remaining	unidentified	portraits,	presumed	to	be	either	of	family	or	friends,	appear	to	be	organised	according	to	the	age	of	the	sitter,	with	the	elderly,	children,	and	young	women	grouped	together	across	the	double	page	spreads.		This	album	exemplifies	a	paradigm	that	is	based	on	the	expression	of	status	and	the	assembly	of	a	virtual	family.	In	some	albums,	this	is	reflected	in	the	selection	of	royal	
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portraits	followed	by	portraits	of	family	and	friends,	while	in	other	albums	of	this	type	the	hierarchy	begins	with	the	portraits	of	the	family	patriarch	and	matriarch.33	These	are	the	albums	where	the	desire	to	assert	familial	bonds	can	be	most	strongly	felt.	As	Susan	Sontag	observed,	the	demands	of	commerce,	war,	empire,	and	migration	in	the	second	half	of	the	nineteenth	century	were	dispersing	the	members	of	many	middle-class	families	and	the	carte	album	permitted	their	virtual	reassembly.34		To	what	extent	were	the	curators	of	such	albums	compiling	these	collections	for	posterity,	for	future	generations?	Elizabeth	Siegel	recounts	a	publishing	project	by	a	Dr.	A.	H.	Pratt,	who,	concerned	about	the	lack	of	family	documentation	following	the	chaos	of	the	American	Civil	War,	produced	a	carte	album	with	many	templates	for	the	inclusion	of	personal,	physical,	and	genealogical	data.35	Some	Australian	commentators	also	predicted	that	the	carte	album	would	replace	the	family	genealogy	preserved	in	the	front	of	the	family	bible.36		The	survey	of	Australian	carte	de	visite	albums,	however,	does	not	support	these	visions	of	the	carte	album	as	a	genealogical	resource.	Despite	some	albums	including	an	index	page,	none	have	any	entries:	in	only	one	of	the	surveyed	albums	is	there	a	genealogical	listing	that	could	potentially	be	contemporaneous	with	the	compilation	of	the	album.37	And	while	the	subjects	of	celebrity	cartes	are	frequently	identified	by	hand-written	entries	on	the	mounts,	family	members	and	friends	are	rarely	identified	contemporaneously.	This	lack	of	identification	suggests	that	although	compilers	of	these	carte	albums	hoped	to	stitch	together	a	virtual	family	through	photographic	representation,	they	did	not	see	the	carte	album	forming	a	genealogical	database	as	envisioned	by	Dr.	Pratt.		
                                       
33	An	album	that	begins	with	a	royal	portrait	(Queen	Victoria):	National	Library	of	Australia	Pic	Album	359	ID	1585489.	An	album	that	begins	with	the	family	patriarch	and	matriarch:	“Page	and	Wood	family	album	of	cartes-de-visite,”	State	Library	of	Victoria	PCLTA	1378	H2011.14/1–42.	34	Susan	Sontag,	On	Photography	(Harmondsworth:	Penguin,	1980),	8-9.	35	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	Photograph	
Albums,	104.	36	Davies,	An	Eye	for	Photography:	The	Camera	in	Australia,	22.	37	National	Library	of	Australia	Pic	Album	349	ID3044249.	
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The	second	album,	exemplifying	a	contrasting	paradigm	for	collecting	and	organisation,	comes	from	the	Ramsay	family	collection	and	has	thirty-seven	images	that	include	both	cabinet	cards	and	cartes	de	visite.	The	opening	spread	(figure	20)	has	a	cabinet	card	reproduction	of	a	painting	showing	a	dog,	standing	on	a	small	iceberg	with	its	paw	on	a	broad-brimmed	hat.	It	gazes	forlornly	to	the	heavens.	On	the	facing	page	are	two	cartes	de	visite:	a	colour	lithograph	of	a	devotional	image,	and	a	child’s	portrait.	Through	the	rest	of	the	album,	cartes	of	sentimental	etchings	of	dogs	are	interspersed	with	family	and	celebrity	portraits	including	those	of	Charles	Dickens	and	William	Makepeace	Thackeray.	Status	and	hierarchy	appear	almost	absent	from	this	album	as	systematic	forces	of	collection	and	organisation.	Instead,	there	is	a	strong	sense	of	the	affective	meaning	of	each	carte,	whether	a	sentimental	scene	gifted	by	a	friend	or	a	commissioned	family	portrait,	determining	its	inclusion	in	the	album	with	little	thought	for	image	sequence	or	juxtaposition.		Although	Elizabeth	Siegel,	in	her	study	of	American	carte	albums,	concludes	that	a	“wide	variety	of	arrangements”	is	the	result	of	album	organisation	being	an	“intensely	personal	activity,”	there	are	antecedents	for	this	ad	hoc	mode	of	album	curation.38	An	important	precursor	to	the	carte	album	was	the	sentiment	album,	which	was	owned	by	young	women	and	circulated	by	the	owner	amongst	her	circle	of	friends	and	acquaintances.39	Handwritten	contributions	of	epigraphs	and	verses	were	intended	to	convey	appropriate	feelings	while	revealing	the	fineness	of	the	contributor’s	sensibility,	or	perhaps,	in	the	case	of	a	potential	suitor,	a	desire	to	outdo	a	rival.	Carte	albums	that	were	influenced	by	this	social	dynamic	of	the	sentiment	album	depict	an	evolving	social	circle	through	the	collection	of	fashionable	and	affective	images.	These	heterogeneous	collections	resisted	prescribed	methods	of	organisation,	affording	the	expression	of	sentiment	and	taste	rather	than	the	building	of	visual	genealogies	for	future	generations.		
                                       
38	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	Photograph	
Albums,	10.	39	Andrea	Kunard,	“Traditions	of	Collecting	and	Remembering,”	Early	Popular	Visual	Culture	4,	no.	3	(2006).	
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Cartes	in	the	Twenty-first	Century	William	Darrah,	in	his	survey	of	the	carte	de	visite,	claims	that:	“In	England	alone	300	to	400	million	cartes	were	sold	every	year	from	1861	to	1867.”40	How	have	cartes	survived	into	the	twenty	first	century	and	in	what	context?	Darrah’s	book,	published	in	1981,	is	an	indication	of	cartes	beginning	to	attract	attention	beyond	a	small	group	of	collectors.	Now,	cartes	have	become	part	of	the	collecting	mainstream:	on	eBay.com	a	search	for	“carte	de	visite”	gave	37,236	results	with	many	of	these	auction	lots	containing	multiple	cartes.41	As	befits	the	first	form	of	photograph	to	be	easily	shipped	around	the	world,	cartes	de	visite	are	now	part	of	a	global	online	marketplace.	The	vast	majority	of	surviving	cartes	have	been	separated	from	albums:	an	eBay.com	search	for	“carte	de	visite	album”	gave	409	results	with	only	thirty-five	albums	advertised	as	containing	some	cartes	and	thirty-six	albums	described	as	empty.	Museums	and	libraries	hold	a	comparatively	small	number	of	carte	albums.	In	Australia,	some	of	these	albums	have	passed	into	public	collections	as	part	of	the	papers	of	politically	prominent	families	but	many	have	been	collected	with	little	or	no	provenance,	coming,	for	example,	from	the	Public	Trustee	wishing	to	dispose	of	unclaimed	deceased	estates.	Individual	unidentified	cartes	have	also	been	collected	by	public	institutions	and	thousands	circulate	through	private	collections.		Although	unidentified	family	snapshots	are	routinely	curated	into	new	public	contexts	as	“found	photography,”	nineteenth-century	studio	portraiture	has	been	immune	to	this	kind	of	appropriation,	being	far	removed	from	the	living	memory	required	for	nostalgic	fetishism	and	devoid	of	the	quotidian	frisson	of	the	amateur.	Consequently,	art	museums	have	searched	for	other	themes	to	present	this	photography	to	a	twenty-first-century	public.		A	recent	exhibition	at	the	Art	Gallery	of	New	South	Wales,	Australia	and	the	
Photograph	(2015),	curated	by	Judy	Annear,	is	the	first	major	survey	of	Australian	photography	to	seriously	represent	cartes	de	visite,	both	as	individual	images	and	as	
                                       
40	William	C.	Darrah,	Cartes	De	Visite	in	Nineteenth	Century	Photography	(Gettysburg	PA:	W.	C.	Darrah,	1981),	4.	41	eBay.com	accessed	7	August	2015.	
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collected	in	albums.	While	historical	scholarship	is	present	in	the	curating	of	the	exhibition,	the	contextualising	of	the	carte	de	visite	through	a	catalogue	essay	proposes	that	the	subjects	of	these	carte	portraits	should	not	be	abandoned	to	the	Victorian	world	of	rigid	convention.	Martyn	Jolly,	in	his	catalogue	essay	on	the	photograph	album	in	nineteenth-century	Australia,	instead	emphasises	the	dynamic	social	currency	of	carte	portraiture	by	quoting	from	the	article,	cited	earlier,	that	was	reprinted	in	the	Sydney	Morning	Herald	in	1862:42		 you	have	the	opportunity	of	distributing	yourself	among	your	friends,	and	letting	them	see	you	in	your	favorite	attitude,	and	with	your	favorite	expression.	And	then	you	get	into	those	wonderful	books	which	everyone	possesses,	and	strangers	see	you	there	in	good	society,	and	ask	who	that	very	striking	looking	person	is.43	
 The	“good	society”	here	could	refer	either	to	the	portrait’s	context	in	the	carte	album	or	to	the	people	gathered	in	the	ambiguously	private/public	space	of	the	domestic	parlour.	For	Jolly,	this	nineteenth-century	account	of	self-performance	has	unmistakable	parallels	with	Facebook	profile	circulation.44	Our	contemporary	experience	of	domestic	digital	photography	has	opened	up	the	possibility	of	a	new	rapport	between	us	and	these	Victorian	portrait	subjects	and	album	compilers.	They	can	now	be	portrayed	as	brave	pioneers,	revelling	in	the	opportunity	to	articulate	themselves	and	their	social	world	through	the	photographic	image.		
Memory:	the	Carte	de	Visite	and	Domestic	Digital	Photography	Having	traced	the	life	of	the	carte	de	visite	through	production,	dissemination,	and	collection,	it	is	appropriate	in	conclusion	to	return	to	the	question	of	how	cartes	functioned	as	resources	for	memory.	This	relationship	of	memory	to	the	carte	de	
                                       
42	Martyn	Jolly,	“Delicious	Moments:	The	Photograph	Album	in	Nineteenth-Century	Australia,”	in	
Australia	and	the	Photograph,	ed.	Judy	Annear	(Sydney,	NSW:	Art	Gallery	of	NSW,	2015).	43	“The	Carte	De	Visite,”		8.	44	“Delicious	Moments:	The	Photograph	Album	in	Nineteenth-Century	Australia,”	235.	
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visite	is	then	employed	to	briefly	interrogate	the	mnemonic	functionality	of	domestic	digital	photography.		With	the	arrival	of	the	carte	de	visite	came	many	proposals	for	the	production	of	familial	photographic	archives.	As	noted	earlier,	Dr.	A.	H.	Pratt	envisaged	the	creation	of	physical	and	genealogical	records	through	the	use	of	his	annotated	carte	album.	Recent	scholarship	has	provided	a	significant	corrective	to	this	male	dynastic	imperative	by	fleshing	out	the	social	domains	imbricated	within	carte	portrait	production,	distribution,	and	collection:	domains	where	women	were	crucial	actors.	Through	this	scholarship	the	photographic	studio	joins	the	domestic	parlour	as	a	site	for	the	performance	of	an	individual	sensibility	and	the	expression	of	rank	and	social	standing	while	the	carte	itself,	as	a	slippery	mass-produced	commodity,	escapes	the	confines	of	intended	distribution	and	precipitates	novel	social	encounters.	The	largely	female	curation	of	the	carte	album	is	proposed	as	a	dynamic,	creative	act,	“poised	between	a	reading	practice	and	a	writing	practice.”45	This	perspective	emphasises	the	functions	of	social	communication	and	self-expression	over	that	of	memory.		Elizabeth	Siegel,	in	her	attempt	“to	see	what	these	[carte	de	visite	albums]	meant	at	the	time	of	their	first	use,”	places	the	albums	“within	the	context	of	sentiment	rather	than	memory.”46	This	perspective	offers	a	more	nuanced	understanding	of	the	nineteenth-century	commentary	on	memory	and	the	carte	de	visite.	Marcus	Aurelius	Root	(1808‒1888),	author	and	proprietor	of	one	of	North	America’s	busiest	photographic	studios,	argued	for	prescience	with	regard	to	family	photographs,	proposing	that	carte	portraits	of	all	family	members	should	be	taken	as	soon	as	possible,	while	the	subjects	were	in	good	health.	Yet	the	benefits	of	this	documentation	are	clearly	for	the	current	generation:	“In	this	competitious	and	selfish	world	of	ours,	whatever	tends	to	vivify	and	strengthen	the	social	feelings	should	be	hailed	as	a	benediction.”47	This	remembrance	is	tethered	strongly	in	the	
                                       
45	Di	Bello,	Women's	Albums	and	Photography	in	Victorian	England,	25.	46	Ibid.,	146.	47Marcus	Aurelius	Root,	“The	Camera	and	the	Pencil	(1864),”	in	Photography	in	Print:	Writings	from	
1816	to	the	Present,	ed.	Vicki	Goldberg	(New	York:	Simon	and	Schuster,	1981),	149.	
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present,	with	the	carte	portraits	affording	daily	reminders	of	loved	ones,	whether	present,	absent,	or	recently	deceased.		There	is	a	further	argument	against	the	orientation	of	carte	album	collectors	towards	creating	mnemonic	resources	for	future	generations:	a	lack	of	written	identifications.	As	discussed	earlier,	in	the	Australian	surveyed	albums,	very	few	family	members	are	identified	within	the	albums.	Some	friends	and	celebrities	may	have	been	asked	to	add	their	autographs	below	their	portraits,	as	this	authenticated	the	personal	nature	of	the	gift,	but	clearly	it	was	considered	unnecessary	to	identify	other	friends	and	family	members	in	writing.	As	both	Laura	Perry	and	Elizabeth	Siegel	have	observed	with	regard	to	carte	portraiture,	there	were	many	nineteenth-century	commentators	who	claimed	that	prior	knowledge	of	the	subject	was	crucial	in	order	to	complement	the	inadequate	impression	supplied	by	the	portrait.48	Oral	album-based	storytelling	was	not	simply	commentary	but	provided	essential	identification.	As	Siegel	points	out,	studio	carte	portraits	lack	the	“moment	and	setting	that	would	become	the	hallmark	of	the	snapshot,”	and	therefore	required	even	more	comprehensive	contextualising:	a	knowledgeable	first-generation	narrator	was	assumed.49		What	emerges	from	this	consideration	of	the	social	functions	of	the	carte	de	visite	is	a	present	temporality	and	a	facilitation	of	memory	through	social	communication	and	self-representation.	This	more	integrated	understanding	of	memory	and	the	carte	de	visite	provides	a	useful	perspective	to	question	the	marginalising	by	some	scholars	of	the	mnemonic	affordances	of	domestic	digital	photography.50		Several	studies	of	domestic	digital	photography	have	shown	a	bias	towards	the	immediate	sharing	of	images	over	their	organisation	and	purposeful	archiving.51	Photo	streams	promote	a	sense	of	temporariness	with	any	image	being	easily	
                                       
48	Perry,	“The	Carte	De	Visite	in	the	1860s	and	the	Serial	Dynamic	of	Photographic	Likeness,”	731-732;	Siegel,	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	Photograph	Albums,	145.	49	Galleries	of	Friendship	and	Fame:	A	History	of	Nineteenth-Century	American	Photograph	Albums,	145.	50	Van	House,	“Personal	Photography,	Digital	Technologies	and	the	Uses	of	the	Visual,”	125.	51	Sarvas	and	Frohlich,	From	Snapshots	to	Social	Media:	The	Changing	Picture	of	Domestic	
Photography,	107–111.	
Stephen	Burstow	 	 	 The	Handheld	Image	 105	
replaced	by	another.	Online	applications	such	as	Snapchat	and	WhatsApp,	by	featuring	a	short	lifespan	for	exchanged	images,	have	also	emphasised	this	quality	of	ephemerality.	Yet	as	online	storage	of	personal	photographs	has	expanded	exponentially,	social	media	platforms	and	photo	storage	services	have	begun	to	understand	the	potential	of	these	images	to	hold	users’	attention.	New	applications	and	features	have	been	developed	to	exploit	this	“digital	past.”	In	2011,	Facebook	launched	its	Timeline	feature,	what	its	press	release	announced	as	“a	new	kind	of	profile	that	lets	you	highlight	the	photos,	posts	and	life	events	that	help	you	tell	your	story.”52	In	the	same	year	the	online	application	Timehop	appeared,	offering	a	way	of	aggregating	personal	photographs	from	various	sources,	based	on	the	anniversaries	of	the	photos	being	posted	online.	In	2014,	when	Timehop	was	attracting	a	million	users,	a	technology	journalist	compared	its	mnemonic	functionality	to	existing	services:	“it’s	about	resurfacing	old	memories	that	might	otherwise	be	relegated	to	the	depths	of	your	Facebook	Timeline	or	Instagram	profile.”53	Following	Timehop	and	other	services	such	as	Dropbox’s	Flashback,	Facebook	launched	a	feature	in	2015	called	“On	This	Day”	that	places	selections	of	image-	and	text-based	posts	in	the	user’s	newsfeed,	focused	on	the	user’s	Facebook	relationships	as	well	as	the	anniversaries	of	posts.54	As	discussed	earlier	in	relation	to	the	“Friends	Day”	video	project,	Facebook	is	also	exploring	various	ways	of	structuring	these	image	posts,	in	this	case	into	narrated	slideshows.		It	is	significant	that	these	recent	developments	in	social	media	facilitate	particular	mnemonic	excursions	rather	than	the	building	of	life	story	databases	such	as	Facebook’s	Timeline.	This	instigation	of	memory	through	self-performance	and	social	communication	was	anticipated	by	the	carte	de	visite	where	the	photographic	stimulus	for	recall	and	reminiscence	was	intimately	connected	with	the	
                                       
52	Slater	Tow,	“Timeline:	Now	Available	Worldwide,”	news	release,	15	December	2011,	https://www.facebook.com/notes/facebook/timeline-now-available-worldwide/10150408488962131/.	53	Ellis	Hamburger,	“Throwback	Thursday	Is	the	Secret	to	Timehop's	Runaway	Success,”	The	Verge,	15	May	2014.	54	This	feature	uses	introductory	text	such	as	“Stephen,	you	and	x	became	friends	on	Facebook	7	years	ago	today.	We	thought	you’d	like	to	look	back	on	some	of	the	memories	you’ve	shared	together.”		“Introducing	on	This	Day:	A	New	Way	to	Look	Back	at	Photos	and	Memories	on	Facebook,”	news	release,	24	March	2015,	http://newsroom.fb.com/news/2015/03/introducing-on-this-day-a-new-way-to-look-back-at-photos-and-memories-on-facebook/.	
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strengthening	of	social	bonds	and	the	opportunity	for	self-representation.	A	carte	portrait	of	a	loved	one	could	always	become	incorporated	into	ritualised	life	storytelling.	Yet,	as	has	been	demonstrated,	many	carte	albums	evince	an	ad	hoc,	contingent	structure	that	arises	from	affective	responses	to	particular	images	and	occasions	rather	than	overarching	narratives.		As	noted	earlier,	the	circulation	of	personal	digital	images	through	multiple	personal	collections	has	resulted	in	memory	becoming	simultaneously	more	individual	and	communal.	Individual	practices	of	image	tagging,	annotation,	and	organisation	are	channelled	through	the	common	affordances	of	social	media	platforms.	The	carte	de	visite	also	anticipates	this	phenomenon	with	the	provision	of	personal	and	public	images	in	a	standardised	format.	Through	the	portrait	cartes	of	intimates,	together	with	cartes	of	celebrities,	artworks,	and	scenes,	an	individual	album	compiler	was	able	to	express	an	idiosyncratic	sentiment	and	taste	while	still	representing	their	family	and	social	circles	within	the	acceptable	bounds	of	rank	and	status.		Twenty-first-century	scholarship	has	effected	a	liberation	of	the	carte	de	visite.	What	was	previously	seen	as	an	artefact	imprisoned	by	stultifying	Victorian	conventions	has	been	released	into	the	world	of	modern	visual	culture.	Any	carte	can	now	evoke	a	dynamic	life	story,	whether	purchased	from	the	print	seller’s	window,	passed	hand-to-hand,	or	sent	to	a	loved	one	on	the	far	side	of	the	globe.	It	is	this	scholarship’s	insight	into	the	way	images	gain	meaning	through	movement	that	offers	further	mutual	insights	into	the	domain	of	domestic	digital	photography.
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Chapter	4	
Little	Pictures	
My	artwork	Little	Pictures	(2015)	is	based	on	an	account	of	a	sixteenth-century	meeting	in	which	portrait	miniatures	played	a	crucial	role.	Through	this	story	of	small-scale,	portable	images,	this	artwork	continues	the	strategy,	commenced	in	Chapter	3	of	this	dissertation,	that	brings	historical	instances	of	the	intimate,	handheld	image	into	relationship	with	twenty-first-century	practices	surrounding	images	of	people	appearing	on	handheld	screens.			This	chapter	begins	with	an	exegesis	of	the	historical	memoir	text	on	which	the	artwork	is	based.	The	sixteenth-century	portrait	miniatures	described	in	this	text	are	then	compared	with	handheld	screen	images	using	Walter	Benjamin’s	concept	of	the	
aura	and	Boris	Groys’	work	on	the	digital	image.	The	chapter	concludes	with	a	discussion	of	the	production	of	the	artwork.		
The	Artwork	
Little	Pictures	is	a	single-channel	screen	installation,	duration	2	minutes	51	seconds,	exhibited	in	the	Sydney	College	of	the	Arts	(SCA)	Graduate	School	Gallery,	7–31	October	2015,	as	part	of	the	Graduate	School	Gallery	program	(figure	21).		
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Figure 21. Stephen Burstow, Little Pictures, 2015, screen installation. Exterior booth installation view. 
 
Text	and	Historical	Setting	The	text	I	perform	on	the	soundtrack	of	the	Little	Pictures	video	is	an	edited	excerpt	from	the	memoir	of	Scottish	diplomat	Sir	James	Melville	(ca.	1535–1617).1	Before	quoting	the	unedited	memoir	text	a	brief	historical	sketch	provides	some	necessary	context.2			In	1564,	Sir	James	Melville	conducted	a	diplomatic	mission	on	behalf	of	Mary,	Queen	of	Scots	(1542–1587)	to	Queen	Elizabeth	I	(1533–1603).	Plans	had	been	made	for	the	two	monarchs	to	meet	in	person	over	the	preceding	two	years	but	without	success;	and	so	negotiations	continued	through	their	ambassadors.	Each	woman	
                                       
1	Sir	James	Melville,	Memoirs	of	His	Own	Life,	The	Abbey	Classics	(Boston:	Small,	Maynard,	1922).	2	This	account	relies	on:	Julian	Goodare,	“Mary	(1542–1587),”	ed.	H.	C.	G.	Matthew	and	Brian	Harrison,	
The	Oxford	Dictionary	of	National	Biography	(Oxford:	Oxford	University	Press,	2007),		http://www.oxforddnb.com/view/article/18248/;	Simon	Adams,	“Dudley,	Robert,	Earl	of	Leichester,”	ibid.	(2008),	http://www.oxforddnb.com/view/article/8160/;	Anna	Whitelock,	The	Queen's	Bed:	An	
Intimate	History	of	Elizabeth's	Court	(New	York:	Farrar,	Straus	and	Giroux,	2013).	
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professed	to	be	seeking	the	other’s	friendship	but	within	the	framework	of	a	dynastic	struggle.	Mary	continued	to	press	her	claim	to	be	Elizabeth’s	heir	to	the	English	throne	while	Elizabeth	steadfastly	refused	to	name	a	successor.	Elizabeth	had	made	it	clear	that	Mary’s	case	for	succession	could	be	enhanced	through	making	an	acceptable	marriage	and	was	appalled	at	Mary’s	negotiations	for	the	hand	of	the	Catholic	Don	Carlos,	heir-apparent	of	King	Philip	II	of	Spain.	Asked	to	name	an	acceptable	match,	Elizabeth	confounded	her	own	court,	and	the	Scots,	by	nominating	her	court	favourite,	Robert	Dudley,	and	during	Melville’s	diplomatic	mission	to	Elizabeth	she	created	Dudley	Earl	of	Leicester:	a	suitable	status	for	a	union	with	Mary.	Although	the	marriage	proposal	faltered	within	a	year,	at	this	time	it	was	being	actively	pursued	by	English	diplomats.		Melville	spent	nine	days	at	Whitehall	during	his	mission	to	Elizabeth	and	only	once	records	visiting	the	inner	sanctum	of	her	bedchamber.	Although	the	ostensible	reason	for	the	visit	is	to	view	Elizabeth’s	portrait	miniature	of	Mary,	the	ambassador	insists	on	first	seeing	a	portrait	with	“My	Lord’s	picture”	inscribed	on	the	wrapping:		 Sometimes	she	would	say,	that	seeing	she	could	not	meet	with	the	Queen	her	good	sister	to	confer	with	her	familiarly,	that	she	was	resolved	to	open	a	good	part	of	her	inward	mind	to	me,	that	I	might	shew	it	again	unto	the	Queen….	She	appeared	to	be	so	affectionate	to	the	Queen	her	good	sister,	that	she	expressed	a	great	desire	to	see	her.	And	because	their	so	much,	by	her,	desired	meeting	could	not	be	so	hastily	brought	to	pass,	she	appeared	with	great	delight	to	look	upon	her	Majesty’s	picture.	She	took	me	to	her	bed-chamber,	and	opened	a	little	cabinet,	wherein	were	divers	little	pictures	wrapt	within	paper,	and	their	names	written	with	her	own	hand	upon	the	papers.	Upon	the	first	that	she	took	up	was	written,	“My	Lord’s	picture.”	I	held	the	candle,	and	pressed	to	see	that	picture	so	named.	She	appeared	loath	to	let	me	see	it;	yet	my	importunity	prevailed	for	a	sight	thereof,	and	found	it	to	be	the	Earl	of	Leicester’s	picture.	I	desired	that	I	might	have	it	to	carry	home	to	my	Queen;	which	she	refused,	alledging	[sic]	that	she	had	but	that	one	picture	of	his.	I	said,	your	Majesty	hath	here	the	original;	for	I	perceived	him	at	the	farthest	part	of	the	chamber,	speaking	with	secretary	Cecil.	Then	she	took	out	
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the	Queen’s	picture,	and	kissed	it;	and	I	adventured	to	kiss	her	hand,	for	the	great	love	therein	evidenced	to	my	mistress.3		My	initial	engagement	with	this	text	as	the	basis	for	my	artwork	Little	Pictures	was	based	on	the	potency	of	the	portrait	miniatures	in	the	unfolding	of	the	scene.	In	Melville’s	description	of	his	time	with	Elizabeth	he	recounts	other	occasions	on	which	she	interrogates	him	about	Mary’s	abilities,	tastes,	and	physical	appearance.	But	on	this	particular	occasion,	apparently	motivated	by	her	inability	to	meet	Mary	face-to-face,	Elizabeth	wishes	to	bring	Mary	to	mind	through	her	image.	Yet	as	Elizabeth	displays	her	collection	of	portrait	miniatures,	she	immediately	introduces	a	new	character	into	the	scene	by	first	picking	up	a	portrait	labelled	“My	Lord’s	picture.”	This	character	is	still	in	disguise	(the	portrait	is	still	in	its	wrapping)	but	now	that	Elizabeth	has	brought	him	onstage	it	is	hardly	surprising	that	Melville	should	insist	on	knowing	the	portrait	subject’s	identity.	Then,	as	the	subject	is	revealed	to	be	that	of	the	Earl	of	Leicester,	the	portrait	enables	the	unfolding	of	a	detailed	choreography:	Melville	pressing	to	see,	to	hold,	to	possess	the	portrait	(on	Mary’s	behalf),	while	Elizabeth	responds	with	a	reluctance	to	“unclothe”	the	portrait	and	ultimately	refuses	to	part	with	it,	presumably	returning	it	to	its	cherished	place	in	the	cabinet.	That	this	image	exudes	its	own	independent	force	is	further	emphasised	by	the	presence	of	its	“original,”	as	Melville	reveals	that	Leicester	is	himself	present	in	the	bedchamber,	unaware	that	his	fate	is	being	negotiated	through	the	handling	of	his	portrait.	Then,	as	Elizabeth	returns	to	her	stated	intention	of	staging	a	scene	of	ritual	devotion,	Mary’s	portrait	enables	the	further	tactile	intimacy	of	the	kiss	(figure	22	shows	a	later	portrait	miniature	of	the	Earl	of	Leicester).							
                                       
3	Melville,	Memoirs	of	His	Own	Life,	53–54.	
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Figure 22. Nicholas Hilliard, Miniature—Robert Dudley, Earl of Leicester, ca. 1571–1574, watercolour on vellum, 
diameter 4.4 centimetres. Courtesy Victoria and Albert Museum. E. 1174–1988. 
 
 
 
 
Figure 23. Stephen Burstow, Little Pictures, 2015, screen installation. Video still. 
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	Patricia	Fumerton,	in	her	study	of	Elizabethan	portrait	miniatures,	claims	that	Elizabeth’s	handling	of	the	miniatures,	as	described	by	Melville,	represents	an	enigmatic	lacuna:		 Why	does	the	Queen,	who	instigated	negotiations	for	marriage	between	Mary	and	Leicester,	grant	to	Melville	“a	sight”	of	Leicester’s	little	picture	but	then	refuse	to	give	away	the	trinket	entirely,	especially	when	an	exchange	of	pictures	in	political	matchmaking	was	the	norm?	Why	does	she	answer	with	silence	Melville’s	argument	that	she	has	“the	original”	Leicester,	expressing	instead	her	sincere	affection	for	Mary’s	picture?4			Fumerton	goes	on	to	argue	that	by	refusing	to	make	a	verbal	statement	with	regard	to	Leicester,	Elizabeth	remained	“crucially	closed.”5	However,	this	interpretation	underestimates	the	potency	of	Elizabeth’s	performance	with	these	images.	As	Elizabeth	returns	Leicester’s	portrait	to	the	cabinet,	she	enacts	her	possessive	attachment	to	him	without	formally	contradicting	the	continuing	negotiations	for	a	Mary-Leicester	marriage:	the	portrait	miniature	is	perfectly	suited	to	the	performance	of	revelation	through	concealment.			
 Melville’s	request	that	Elizabeth	gift	the	portrait	to	Mary	foregrounds	the	portability	and	potential	vulnerability	of	the	miniature.	Like	the	jewels	that	Elizabeth	sends	with	Melville	as	tokens	of	goodwill	to	Mary,	the	miniature	portrait	concentrates	value	in	a	tiny	object,	one	that	can	easily	be	slipped	into	Melville’s	saddlebag	for	the	return	journey.	By	comparison	with	a	large	portrait	painting,	this	portability	of	the	miniature	suggests	a	much	wider	utility:	not	only	can	it	be	held	privately	by	the	original	owner	for	acts	mnemonic	devotion,	it	can	be	gifted,	in	secret,	to	another,	thereby	initiating	further	rituals	of	reciprocal	gift	exchange.	Then,	from	the	late	1560s,	as	the	miniature	began	to	be	worn	on	the	person,	the	opportunities	for	display	expanded,	heralding	a	wider	social	circulation	of	these	intimate	images.	
                                       
4	Patricia	Fumerton,	Cultural	Aesthetics:	Renaissance	Literature	and	the	Practice	of	Social	Ornament	(Chicago:	University	of	Chicago	Press,	1991),	68.	5	Ibid.	
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Aura	and	the	Handheld	Image	In	my	work	Little	Pictures,	the	paralleling	of	the	story	of	portrait	miniatures	with	images	on	smartphones	could	be	interpreted	as	an	exercise	in	postmodern	irony,	through	portraying	these	screen	images	as	if	they	could	generate	an	aura	as	powerful	as	the	unique	portrait	miniatures	(figure	23).	However,	my	intention	with	this	artwork	is	more	ambitious,	and	multivalent:	although	the	cossetting	of	the	smartphones	is	clearly	the	satire	of	a	commodity	fetish,	the	portraits	they	display	can	be	understood	from	two	different	perspectives.	First	there	is	the	micro-phenomenological	viewpoint	of	someone	cradling	the	screen	image	of	an	intimate	in	the	palm	of	their	hand,	an	image	with	a	strong	affective	presence.	This	is	the	perspective	shared	with	the	experience	of	the	miniature,	where,	according	to	Gaston	Bachelard,	“even	cubic	dimensions	have	no	meaning,	for	the	reason	that	a	new	dimension—the	dimension	of	intimacy—has	just	opened	up.”6	Second,	there	is	the	macro-perspective	of	the	networked	circulation	of	digital	images.	This	viewpoint	is	suggested	by	the	depiction	of	multiple	smartphones,	each	with	its	own	glowing	portrait.	Although	this	depiction	parallels	the	ontology	of	the	portrait	miniature,	implying	that	each	screen	device	is	restricted	to	the	display	of	a	single	portrait,	the	viewer	is	also	aware	that	as	networked	devices	there	is	no	limit	to	the	number	of	images	they	can	access.	As	these	screen	images	exist	normatively	as	multiple	files	in	networked	circulation,	their	depicted	care	and	containment	is	ridiculous.	This	bifurcated	understanding	of	the	handheld	screen	image	relies	on	a	reinterpretation	of	Walter	Benjamin’s	concept	of	the	aura	together	with	Boris	Groys’	work	on	the	digital	image.		Walter	Benjamin’s	evocation	of	the	aura	is	famously	associated	with	its	destruction:	reproduction	frees	the	artwork	from	an	aura	that	was	expressed	through	cult	and	ritual.7	And	yet	the	aura	lingers:		
                                       
6	Gaston	Bachelard,	The	Poetics	of	Space,	trans.	Maria	Jolas	(Boston:	Beacon	Press,	1994),	85.	7	Walter	Benjamin,	“The	Work	of	Art	in	the	Age	of	Its	Technological	Reproducibility:	Second	Version,”	in	The	Work	of	Art	in	the	Age	of	Its	Technological	Reproducibility	and	Other	Writings	on	Media,	ed.	Michael	W.	Jennings,	Brigid	Doherty,	and	Thomas	Y.	Levin	(London:	The	Belknap	Press	of	Harvard	University	Press,	2008),	26;	“A	Small	History	of	Photography,”	in	One	Way	Street	and	Other	Writings	(London:	NLB,	1979),	250.		
Stephen	Burstow	 	 	 The	Handheld	Image	 114	
In	the	cult	of	remembrance	of	dead	or	absent	loved	ones,	the	cult	value	of	the	image	finds	its	last	refuge.	In	the	fleeting	expression	of	a	human	face,	the	aura	beckons	from	early	photographs	for	the	last	time.8		As	discussed	in	Chapter	3	of	this	dissertation,	Benjamin,	together	with	Siegfried	Kracauer,	regarded	the	mnemonic	rituals	afforded	by	photograph	albums	to	be	a	relic	of	a	disappearing	bourgeois	cult	of	the	family.	However,	as	I	argue	in	that	chapter,	the	mnemonic	power	of	portrait	photographs	not	only	survived	but	flourished	through	their	mass	production	with	the	carte	de	visite.	Further,	this	affordance	of	memory	continues	to	find	new	forms	of	expression	in	the	online	circulation	of	twenty-first-century	domestic	photographs.	If	the	aura	of	an	image	continues	to	arise	through	these	contemporary	rituals	of	remembrance,	then	this	aura	cannot	be	isolated	to	the	image	itself.	Although	Benjamin	claims	that	the	aura	of	portrait	photographs	dissipated	once	their	subjects	became	self-conscious	performers	of	class	and	status,	this	aura	must	be	considered	within	a	wider	performative	frame,	incorporating	not	just	the	performance	of	the	portrait	subject,	but	also	the	performances	of	viewers.9			In	the	sixteenth	century,	two	aristocrats	gather	by	candlelight	around	portrait	miniatures.	In	the	twenty-first	century,	two	friends	lean	in	to	view	photos	on	the	screen	of	a	smartphone.	In	both	cases	the	images	provoke	unexpected	twists	that	challenge	any	preconceived	narrative.	These	momentary	encounters	evoke	Walter	Benjamin’s	association	of	the	aura	with	a	“strange	weave	of	time	and	space”:	a	marker	of	unique	and	transitory	experiences.10	The	digital	images	being	swiped	across	the	screen,	rather	than	divesting	unique	events	of	their	aura	through	reproduction,	provide	the	stimuli	for	countless	mnemonic	rituals.			This	performative	understanding	of	the	aura	proposes	its	emergence	both	through	ephemeral	screen	image-based	encounters	as	well	as	the	extended	contemplation	of	a	portrait	miniature.	However,	the	fundamentally	different	ontologies	of	screen	
                                       
8	“The	Work	of	Art	in	the	Age	of	Its	Technological	Reproducibility:	Second	Version,”	27.	9	“A	Small	History	of	Photography,”	251.	10	Ibid.,	250.	
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images	and	portrait	miniatures	remain:	as	the	miniatures	are	returned	to	the	cabinet	and	the	smartphone	slips	back	in	the	pocket,	the	physical	persistence	of	the	miniature	implies	a	strength	that	is	absent	in	the	digital	image,	now	only	present	through	the	potential	of	its	invisible	data	file.	The	miniature,	commissioned	for	a	particular	recipient	and	produced	through	meticulous	labour,	has	a	strength	that	comes	from	not	only	from	its	physical	continuity	but	also	from	the	control	the	owner	is	able	to	exert	over	its	display—a	contextual	continuity.	The	digital	image,	by	contrast,	can	be	simultaneously	manifest	in	multiple	forms	and	contexts,	often	beyond	the	control	of	the	image	creator	and	initial	recipient.			In	considering	this	question	of	the	strength	of	the	digital	image,	art	theorist	Boris	Groys	makes	comparisons	to	both	the	ontology	of	music	and	the	ontology	of	Byzantine	icons.11	For	Groys,	the	icon	functions	like	a	particular	visualisation	of	the	invisible	image	file.	The	icon	documents	the	interventions	of	the	Invisible	in	the	visible	world,	but	the	ontology	of	the	Invisible	cannot	be	contained	by	any	particular	icon.	Consequently,	the	Invisible	is	expressed	through	the	multiplication	of	all	these	visualisations.	Similarly,	he	argues	that	the	ontology	of	any	piece	of	music	cannot	be	confined	to	its	written	score,	or	any	particular	performance,	but	is	rather	to	be	found	through	its	complete	flowering	in	performance	and	audience	reception.	Groys	uses	these	analogies	to	suggest	that	the	strength	of	the	digital	image	emerges	not	from	any	one	instance	of	its	display,	but	rather	from	all	the	stagings	or	“performances”	of	the	image.	In	my	artwork	Little	Pictures,	I	employ	this	concept	in	the	depiction	of	the	Earl	of	Leicester’s	“original”:	rather	than	revealing	the	man	himself	present	in	the	room,	the	ambassador’s	hand	opens	a	laptop	to	show	yet	another	screen	image—not	a	copy	of	an	original,	but	a	manifestation	of	an	identical	digital	file.		However,	the	ontology	of	the	digital	image	cannot	be	simply	correlated	with	its	degree	of	circulation.12	Rather,	as	I	propose	in	Chapter	1	in	relation	to	both	the	carte	de	visite	and	the	contemporary	domestic	digital	image,	it	is	crucial	to	track	the	
                                       
11	Boris	Groys,	Art	Power	(Cambridge,	MA:	MIT	Press,	2008),	84.	12	For	Grant	Bollmer	such	a	correlation	implies	a	belief	in	“circulationism.”	He	argues	that	“social	media,	in	their	banality,	normalize	seemingly	strange	transformations	where	humans	and	technology	become	interchangeable	through	the	privileging	of	connectivity	and	flow	above	all	else.”	Grant	Bollmer,	Inhuman	Networks	(New	York:	Bloomsbury	Academic	and	Professional,	2016),	5.	
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movement	of	images	through	their	channelling	and	restriction	as	well	as	through	their	multiplication	and	dissemination.	Ariella	Azoulay’s	concept	of	the	“event	of	photography,”	going	beyond	the	initial	production	and	reception	of	the	photographic	image	to	encompass	its	ongoing	displays	and	absences,	has	advanced	this	understanding	of	the	ontology	of	the	image.13		Here,	Azoulay	follows	the	neo-Marxist	and	Situationist	scholarship	referenced	in	the	Introduction	to	this	dissertation,	in	arguing	that	a	particular	scopic	regime	“determines	what	is	permitted	to	be	seen,	who	is	permitted	to	see	and	to	put	the	visual	on	display	and	how	seeing	and	display	should	be	conducted.”14	However,	Azoulay	departs	from	these	critical	traditions	by	proposing	that	any	subject’s	act	of	looking	cannot	be	totally	determined	through	the	professional,	disciplinary	gaze	of	the	powerful:		 Anyone	present	in	shared	space	is	at	one	and	the	same	time	the	spectator	of	that	which	she	sees	and	is	exposed	in	her	own	right	to	the	gaze	of	others.	Such	a	relation	to	the	visual	deviates	from	the	disciplinary	gaze,	just	as	it	deviates	from	the	templates	of	communication	that	are	known	in	advance.15		Through	this	broader	depiction	of	spectatorship,	Azoulay	moves	beyond	the	gaze	of	hegemonic	authorities	to	consider	other	spectatorial	gazes	and	situations	that	can	engage	an	image.	In	my	artwork	Little	Pictures,	digital	images	are	channelled	through	a	specific	context,	the	face-to-face	sharing	of	images	on	a	smartphone,	thereby	bringing	attention	to	a	little-researched	practice.	As	surveyed	in	the	Introduction	to	this	dissertation,	accounts	of	networked	digital	images	from	sociology	and	digital	ethnography	focus	primarily	on	communication	between	physically	distant	users.	However,	there	have	been	some	exceptions.	Cultural	studies	academic	Anna	Reading	researched	the	way	women	were	able	to	represent	domestic	activities	to	their	co-workers	through	images	on	their	mobile	phones,	while	digital	ethnographer	Sarah	Pink,	and	colleagues,	investigated	the	tactile	dimension	of	handheld	device	use.16	
                                       
13	Ariella	Azoulay,	Civil	Imagination:	A	Political	Ontology	of	Photography,	trans.	Louise	Bethlehem	(London;	New	York:	Verso,	2012),	26.	14	Ibid.,	66.		15	Ibid,	68.	16	Anna	Reading,	“The	Mobile	Family	Gallery?	Gender,	Memory	and	the	Cameraphone,”	Trames:	
Journal	of	the	Humanities	and	Social	Sciences	12,	no.	3	(2008);	Sarah	Pink	et	al.,	“Tactile	Digital	
Stephen	Burstow	 	 	 The	Handheld	Image	 117	
Thomas	Hirschhorn’s	video	installation,	Touching	Reality	(2012),	that	depicts	a	hand	manipulating	images	on	a	tablet,	also	points	to	the	temporal	conflation	of	touching	and	looking	via	handheld	screens.	The	time	taken	by	a	hand	turning	the	pages	of	a	physical	book	or	photo	album	has	been	shrunk	on	a	touch	screen	to	an	almost	imperceptible	duration	as	fingers	swipe	between	images	and	pinch	or	drag	to	bring	attention	to	specific	details:	touching	becomes	seeing.			The	studies	outlined	above	have	at	least	considered	the	face-to-face	use	of	handheld	screens	as	enabling,	rather	than	disrupting	social	engagement.	Yet	what	remains	to	be	done	are	studies	that	chart	the	image-by-image	entrainment	of	verbal	storytelling	that	takes	place	when	co-located	people	share	photos	on	their	smartphones.	Although	Anna	Reading	described	her	respondents	displaying	discreet	collections	of	images,	it	has	been	my	anecdotal	experience	that	the	display	of	photos	on	a	smartphone	to	co-present	others	is	rarely	so	contained.	The	display	may	begin	with	the	desire	to	show	a	single	image	to	illustrate	or	verify	some	recent	experience,	but	as	the	default	organisation	for	these	images	is	generally	chronological,	once	the	image	has	been	located	the	full-screen	image-by-image	display	continues.	This	screen-based	browsing	through	personal	photo	collections	easily	strays	beyond	the	images	related	to	the	sought-for	event,	leading	into	unforeseen	territory.			A	variation	on	this	practice	is	referenced	in	the	image	track	in	Little	Pictures	where	the	owner	of	the	smartphone	passes	it	to	the	viewer,	only	to	demand	it	back.	Although	the	owner	of	an	analogue	photo	album	could	comfortably	circulate	the	album	amongst	friends	and	family,	feeling	secure	in	a	knowledge	of	its	contents,	most	smartphone	owners	would	be	unable	to	visualise	the	hundreds,	perhaps	thousands,	of	images	accessible	via	the	hand	gestures	of	the	viewer.	Regardless	of	whether	the	phone	was	passed	to	the	viewer	with	reluctance	or	enthusiasm,	there	is	the	possibility	of	embarrassing,	even	shameful,	images	sliding	onto	the	screen.	In	Little	
Pictures,	although	the	return	of	the	phone’s	glowing	screen	to	the	cabinet	depicts	the	physical	control	of	the	device,	there	is	an	implied	futility	in	this	action	as	the	digital	
                                       Ethnography:	Researching	Mobile	Media	through	the	Hand,”	Mobile	Media	and	Communication	4,	no.	2	(2016).	
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images	it	displays	easily	lend	themselves	to	promiscuity:	the	uploading	of	image	files	from	smartphones	to	online	platforms	is	now	seamless	and	preventing	their	circulation	requires	an	almost	monastic	withdrawal	from	networked	connectivity.		
The	Kiss	In	Little	Pictures,	following	the	return	of	the	Earl	of	Leicester’s	portrait	to	the	cabinet,	the	soundtrack	goes	on	to	complete	the	story,	with	Elizabeth	returning	to	her	mission	of	ritual	remembrance	through	kissing	Mary’s	portrait.	However,	the	image	track	at	this	point	does	not	consider	Mary’s	portrait,	but	rather	depicts	Elizabeth’s	kiss	with	a	close-up	sequence	of	lips	that	references	the	camera-phone	selfie.	This	sequence	is	not	simply	a	final	self-reflexive	twist,	a	comment	on	the	narcissism	of	contemporary	visual	culture,	it	is	also	expressive	of	Elizabeth’s	ritual	action.	Although	not	denying	the	evocative	power	of	Mary’s	portrait,	the	image	sequence	of	Elizabeth’s	lips	foregrounds	the	carefully	considered,	slow,	and	meticulous	nature	of	a	performance	carried	out	on	a	miniature,	synecdochal	scale.	Elizabeth’s	kiss	then	provokes	a	continuation	of	the	ritual	through	Melville’s	reciprocal	kissing	of	Elizabeth’s	hand,	“for	the	great	love	therein	evidenced	to	my	mistress.”17	
The	Installation	The	Little	Pictures	installation	created	a	viewing	space	using	a	suspended	booth	made	of	translucent	fabric	with	the	dimensions:	height	2.5	metres,	width	1.8	metres,	and	depth	1.8	metres	(figure	24).	Opposite	the	entrance	to	the	booth	was	a	plinth	with	a	play	button	mounted	on	top	and	above	the	plinth	a	seventy-centimetre	square	aperture	in	the	fabric.	When	the	viewer	pressed	the	button,	a	video	with	stereo	sound	(duration	two	minutes,	fifty	seconds)	was	back-projected	on	a	screen	mounted	immediately	behind	this	aperture	(figure	25).	Following	the	video	replay,	the	screen	returned	to	the	opening	frame	of	a	glowing	white	square.		
                                       
17	This	continuation	of	the	scene	is	from	Melville’s	original	memoir,	quoted	earlier.	Melville,	Memoirs	
of	His	Own	Life,	54.	
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Figure 24. Stephen Burstow, Little Pictures, 2015, screen installation. Exterior booth installation view. 
 
	
Figure 25. Stephen Burstow, Little Pictures, 2015, screen installation. Interior booth installation view. 
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	From	the	early	planning	stages	of	this	work	I	imagined	projecting	onto	suspended	fabric	in	a	way	that	would	somehow	enclose	viewers	within	the	gallery	space.	This	desire	for	containment	relates	to	the	work’s	depiction	of	phone	screens	being	sheathed	in	pouches:	a	design	inspired	by	the	translucent	retail	bags	that	Apple	Inc.	was	using	at	the	time.	As	the	screens	are	unwrapped,	so	the	work	itself	could	be	revealed	as	the	spectator	moves	into	the	viewing	space.	I	also	felt	that	some	confinement	would	help	evoke	the	intimacy	of	Queen	Elizabeth	I’s	bedchamber	described	through	the	soundtrack.	However,	it	was	only	in	discussion	with	other	Sydney	College	of	the	Arts	students,	following	an	informal	screening	of	a	rough	cut	of	the	video,	that	I	considered	the	possibility	of	a	booth	that	would	fully	enclose	a	small	number	of	viewers.	After	testing	several	fabrics,	I	settled	on	one	that	from	the	outside	would	reveal	only	a	blurry	glow,	like	the	glow	of	the	screens	in	their	pouches,	thereby	enticing	the	viewer	inside.	This	visual	reference	to	the	screen	pouches,	and	the	need	to	scale	the	installation	to	contain	a	small	number	of	viewers,	provided	the	necessary	focus	to	spatialise	the	work.	These	sculptural	aspects	of	the	work	attracted	strong	responses	from	several	viewers.18		The	creation	of	the	video	through	a	series	of	still-image	tableaux	was	inspired	by	the	nature	of	the	story	that	unfolds	in	Elizabeth’s	bedchamber.	As	it	concerns	affairs	of	state,	it	suggested	a	formality	that	could	be	achieved	through	a	procession	of	static	posed	performances.	But	as	the	meeting	in	the	bedchamber	also	concerns	matters	that	are	deeply	private	and	intimate,	the	tableaux	are	staged	not	as	large-scale	spectacles,	but	rather	as	synecdochical	miniatures.	The	stills	were	shot	on	120	format	film,	with	the	formal	connotation	of	the	square	screen	ratio	being	balanced	by	the	softness	of	the	film	rendition.19	As	the	video	presents	a	discrete	narrative,	I	decided	that	rather	than	looping	the	video,	the	viewer	should	be	given		control	over	the	playing	of	the	video,	imparting	the	sense	of	a	bespoke	screening.			
                                       
18	For	a	summary	of	viewers’	responses	see	Appendix	3.	19	After	testing	black	and	white	and	colour	negative	stocks	I	settled	on	Kodak	Portra	negative	for	its	subtle	tonal	rendition.			
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I	composed	and	performed	the	music	on	the	soundtrack,	referencing	a	series	of	pavans	written	in	the	1570s	by	the	English	composer	William	Byrd	(ca.	1540⎯1623).20	The	pavan	was	a	processional	dance	with	a	slow	tempo	that	became	well-known	across	Europe	in	the	sixteenth	century	and	for	some	musicologists	it	“was	a	form	that	proved	to	be	especially	congenial	to	Byrd’s	genius.”21	My	composition	takes	short	phrases	and	abstracts	and	repeats	them	while	maintaining	the	stately	tempo	of	the	pavan.	My	vocal	performance	follows	the	tempo	of	the	pavan,	as	if	spoken	while	slowly	processing	to	its	rhythm.	But	the	almost	whispered	tone	of	voice	suggests	a	confidential	revelation	rather	than	a	formal	retelling.	The	keyboard	instrument	used	on	the	soundtrack	is	not	authentic	to	the	period:	the	virginal	has	been	replaced	by	a	sampled	Italian	harpsicord	played	through	a	virtual	Fender	amplifier	to	give	it	additional	punch	and	a	slightly	dirty	edge.	This	approach	to	historical	reference	is	indicative	of	the	wider	intention	for	this	work:	to	hold	the	viewer	in	suspension	between	the	sixteenth	and	twenty-first	centuries,	so	the	meaning	of	the	work	emerges	from	the	tension	between	these	two	image	cultures.		 	
                                       
20	Galliards,	Pavans	and	Other	Keyboard	Works:	Selections	from	the	Fitzwilliam	Virginal	Book	by	William	
Byrd,	John	Bull,	and	Others	(Mineola,	NY:	Dover,	2004).	21	Joseph	Kerman	and	Kerry	McCarthy,	“Byrd,	William,”	in	Grove	Music	Online	(Oxford	University	Press).	http://www.oxfordmusiconline.com/subscriber/article/grove/music/04487.			
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Chapter	5	
Screens	in	Bed:	Visual	Art,	Sleep,	and	Handheld	Screen	Devices	
Introduction	This	chapter	has	been	submitted	to	the	journal	Visual	Studies	and	is	under	review.			Chapter	4	of	this	dissertation	considered	the	enabling	of	mnemonic	ritual	through	the	co-present	sharing	of	images	on	smartphones:	a	form	of	positive	screen-based	social	engagement.	Chapter	5,	by	contrast,	turns	to	the	negative	social	valence	of	handheld	screens	by	following	these	devices	into	the	shared	bed.			As	the	use	of	screen	devices	in	bed	has	largely	been	understood	through	the	discourses	of	sleep	science	and	sociology,	the	article	begins	by	outlining	the	positions	of	these	disciplines.	These	positions	are	then	challenged	through	a	consideration	of	artworks	that	depict	or	imply	the	presence	of	the	sleeping	body.	Although	most	exegeses	of	these	artworks	are	concerned	with	the	utility	of	the	sleeping	body	for	waking	life,	the	presence	of	the	depicted	slumbering	bodies	suggests	alternative	interpretations.	Consequently,	from	Sandro	Botticelli’s	Venus	and	Mars	(ca.	1487-1488)	to	Andy	Warhol’s	film	Sleep	(1963),	I	argue	against	the	dominant	interpretations	of	these	works	through	seeking	out	the	affective	corporeal	potential	of	the	state	of	sleep	which	is	otherwise	seen	as	a	necessary	suspension	of	conscious	vitality,	or	at	most,	as	a	screen	for	the	projection	of	desire.		
Submitted	Article	Text	The	use	of	smartphones	and	tablet	computers	in	bed	is	currently	implicated	in	the	construction	of	two	crises	in	contemporary	Western	culture.	First,	with	sleep	deprivation	portrayed	as	reaching	unsustainable	levels,	the	use	of	screen	devices	has	been	identified	by	sleep	science	as	one	of	the	major	disrupters	of	good	sleeping	practices.	Second,	for	some	cultural	critics,	the	bedtime	use	of	these	devices	is	taking	place	at	a	frontier	of	fast	capitalism,	providing	screen	interfaces	for	24/7	online	
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connectivity	and	consumption	and	thereby	invading	the	last	of	our	private	sanctuaries.	Underlying	these	crises	are	two	contrasting	perspectives	on	sleep:	one	concerned	with	individual	sleep	self-regulation;	and	the	other	with	the	corporeal	commonality	of	sleep.	This	article	turns	to	four	works	of	visual	art,	from	the	fifteenth	to	the	twentieth	centuries,	for	embodied	insights	into	these	two	divergent	cultural	understandings	of	the	sleeping	body.	The	theoretical	approach	to	the	sleeping	body	is	initially	made	through	Michel	Foucault’s	concept	of	biopower	as	applied	in	recent	work	on	the	sociology	of	sleep,	together	with	Jonathan	Crary’s	depiction	of	sleep	as	a	site	of	corporeal	resistance.	Philosophical	insights	from	the	work	of	Jean-Luc	Nancy	and	Gilles	Deleuze	are	then	employed	to	reconfigure	the	sleeping	body	beyond	the	bounds	of	disciplinary	regimes	and	permit	a	reassessment	of	the	affective	potential	of	sleep.		Having	explored	the	two	perspectives	on	sleep	of	self-discipline	and	somatic	empathy,	a	consideration	of	digital	media	art	then	provides	the	basis	for	examining	the	entanglement	of	screen	devices	with	sleep	and	the	sociality	of	the	shared	bed.	Underpinning	this	approach	to	the	screen-device	experience	is	Richard	Coyne’s	recent	work	on	the	modulation	of	mood,	augmented	by	the	work	of	Ingrid	Richardson	and	Sarah	Pink	on	the	body-technology	relations	associated	with	the	use	of	handheld	screen	devices.	This	research	portrays	these	devices	as	tools	of	unprecedented	flexibility	for	conjuring	and	controlling	mood	and	for	extending	or	withdrawing	attention,	helping	explain	their	integration	into	bedroom	life.	Finally,	the	article	proposes	that	the	understandings	of	sleep	propounded	by	both	biomedicine	and	critics	of	social	acceleration	(such	as	Jonathan	Crary)	are	inadequate	in	the	face	of	this	engagement	with	screen	devices,	as	both	these	perspectives	define	sleep	in	relation	to	the	demands	of	waking	life.	An	ontology	of	sleep	is	proposed	as	an	alternative	basis	for	resisting	the	appropriation	of	sleep	by	an	always-waking	world:	one	that	offers	a	deep	somatic	engagement	with	a	pre-individual	affective	state.		
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Sleep	in	Crisis	Sleep	has	now	become	both	an	object	of	public	health	and	a	lifestyle	commodity,	joining	diet	and	exercise	in	a	regime	of	bodily	management	that	operates	simultaneously	through	public	institutions,	the	wellness	industry,	and	individual	action.	This	understanding	of	the	regulation	and	governance	of	sleep	has	been	made	possible	through	Michel	Foucault’s	concept	of	biopower,	as	developed	through	recent	sociological	enquiry,	in	particular	the	work	of	Simon	Williams.1	As	outlined	by	Kenton	Kroker	in	his	history	of	sleep	research,	this	disciplinary	regime	is	a	relatively	recent	development.2			
 
Figure 26. School ergograph for drum recording, developed from Angelo Mosso’s design. E. Zimmermann Liste 33: 
Über Psychotechnik, 1923, Leipzig, Berlin. 26, fig. 1129. Reproduced courtesy The Virtual Laboratory. http://vlp.mpiwg-
berlin.mpg.de/references?id=lit19752&page=p0026/. Accessed 24 August 2016. 
 It	was	only	in	the	late	nineteenth	century	that	attention	turned	to	the	biological	function	of	sleep.	Investigations	into	the	physiological	basis	of	human	productivity	brought	attention	to	the	limits	of	bodily	endurance	and	new	technologies	were	devised	to	measure	the	dynamic	process	of	fatigue.	Angelo	Mosso’s	ergograph	was	the	first	instrument	that	was	able	to	graphically	represent	the	process	of	muscular	
                                       
1	Michel	Foucault,	The	History	of	Sexuality	Vol.	1:	The	Will	to	Knowledge	(London:	Penguin,	1998),	140;		Simon	J.	Williams,	The	Politics	of	Sleep	(Basingstoke:	Palgrave	Macmillan,	2011).	2	Kenton	Kroker,	The	Sleep	of	Others	and	the	Transformations	of	Sleep	Research	(Toronto:	University	of	Toronto	Press,	2007),	102–103.	
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exhaustion	(figure	26).3	What	had	previously	been	a	subjective	bodily	sensation	was	mapped	across	time	and	space.	This	desire	to	visualise	dynamic,	internal	bodily	processes	led	to	the	development	of	the	electroencephalograph	(EEG)	that	maps	the	brain’s	electrical	activity	across	time	using	electrodes	placed	on	the	scalp.	By	1935,	EEG	tracings	of	sleeping	subjects	were	used	to	propose	five	distinct	sleep	stages,	and	then	in	1953,	along	with	measurements	of	eye	movements,	to	define	one	of	these	stages	as	rapid	eye	movement	(REM)	sleep.4	By	the	1980s,	sleep	clinics	became	common	in	the	West	and	now	magnetic	resonance	imaging	and	other	scanning	technologies	are	frequently	used	to	map	the	neuronal	activity	of	sleeping	subjects.			Over	the	last	two	decades,	sleep	science	has	extended	its	diagnostic	reach	beyond	conditions	such	as	narcolepsy	and	sleep	apnoea.	A	deficiency	of	sleep	is	now	also	a	disorder.	This	is	how	leading	Australian	sleep	researchers	describe	its	impact	on	the	individual:		 [Chronic	sleep	deficiency]	adversely	affects	alertness,	cognition,	productivity,	safety,	learning	and	mood	and	is	implicated	in	a	raft	of	additional	pathophysiological	processes,	leading	to	adverse	metabolic,	cardiovascular	and	mental	health	outcomes,	and	premature	death.5		A	public	health	crisis	requires	that	this	individual	morbidity	be	wedded	to	population-wide	statistics	that	can	then	generate	estimates	of	the	costs	to	the	national	economy.	In	2010,	the	Australian	Sleep	Foundation	commissioned	a	market	research	company	to	carry	out	a	national	survey	of	Australians’	sleep	habits.6	The	survey	analysis	claims	that	between	twenty	and	thirty-five	per	cent	of	Australians	experience	frequent	sleep	difficulties,	with	half	of	these	problems	being	attributable	
                                       
3	Ibid.	4	Ibid.,	12.	5	Darren	R.	Mansfield	et	al.,	“Sleep	Loss	and	Sleep	Disorders,”	The	Medical	Journal	of	Australia	199,	no.	8	(2013):	S5.	6	A	2015	American	survey	by	the	US	National	Sleep	Foundation	indicates	that	the	respondents	experienced	a	similar	incidence	of	sleep	disturbance	to	the	respondents	of	the	Australian	survey	with	thirty-four	per	cent	of	the	American	respondents	reporting	at	least	one	sleep	problem	in	the	past	seven	days.	“2015	Sleep	and	Pain:	Summary	of	Findings,”		(National	Sleep	Foundation).	
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to	“poor	sleep	habits	or	choices	to	limit	sleep	opportunity.”7	Based	on	this	data,	Deloitte	Access	Economics	estimated	the	financial	burden	of	sleep	disorders	to	be	$A5.1	billion	per	year,	with	$A4.3	billion	of	that	cost	coming	from	productivity	losses	and	the	non-medical	costs	of	sleep-related	accidents.8		With	half	of	Australians’	sleep	difficulties	attributed	to	bad	lifestyle	choices,	the	use	of	smartphones	and	tablets	in	bed	is	being	portrayed	as	a	major	assault	on	good	sleep	hygiene.	Considerable	research	has	been	conducted	into	the	biochemical	effects	of	viewing	light-emitting	screens	prior	to	sleep.	Several	recent	studies	have	proposed	that	the	blue	light	produced	by	smartphones	and	tablets	suppresses	the	production	of	melatonin	which	in	turn	delays	the	onset	of	sleep	and	disturbs	circadian	rhythms.9		Other	research	has	focused	on	the	psychological	effects	of	night-time	screen	use,	particularly	amongst	adolescents,	with	some	studies	linking	excessive	use	to	depression.10			This	research	contains	screen-related	sleep	disruptions	to	the	realm	of	public	health,	responsive	to	specific	ameliorations:	simply	warm	up	night-time	screens	to	a	fire-side	glow	and	patrol	teenagers’	smartphone	and	computer	use.	However,	a	growing	body	of	cultural	criticism	has	proposed	a	much	wider	framing,	arguing	that	the	disruption	of	sleep	through	screen	devices	represents	the	further	destruction	by	fast	capitalism	of	a	sheltered	private	and	domestic	life.				
Sleep,	Screens	and	Fast	Capitalism	With	the	demise	of	home-based	manufacture	through	the	nineteenth	century,	capitalism	operated	through	the	spatial	control	of	bodies	with	a	clear	demarcation	
                                       
7	David	R.	Hillman	and	Leon	C.	Lack,	“Public	Health	Implications	of	Sleep	Loss:	The	Community	Burden,”	The	Medical	Journal	of	Australia	199,	no.	8	(2013):	S7.	8	Ibid.	9	Paul	Gringras	et	al.,	“Bigger,	Brighter,	Bluer—Better?	Current	Light-Emitting	Devices—Adverse	Sleep	Properties	and	Preventative	Strategies,”	Frontiers	in	Public	Health	3	(2015);	Anne-Marie	Chang	et	al.,	“Evening	Use	of	Light-Emitting	Ereaders	Negatively	Affects	Sleep,	Circadian	Timing,	and	Next-Morning	Alertness,”	Proceedings	of	the	National	Academy	of	Sciences	112,	no.	4	(2015).	10	Sakari	Lemola	et	al.,	“Adolescents’	Electronic	Media	Use	at	Night,	Sleep	Disturbance,	and	Depressive	Symptoms	in	the	Smartphone	Age,”	Journal	of	Youth	and	Adolescence	44,	no.	2	(2015).	
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between	the	spaces	of	production	and	the	spaces	of	consumption,	rest	and	recreation.	The	advent	of	the	networked	home	computer	was	heralded	as	a	disrupter	of	those	boundaries,	with	Alvin	Toffler,	in	his	bestseller	The	Third	Wave	(1980),	predicting	“a	return	to	cottage	industry	on	a	new,	higher,	electronic	basis,	and	with	it	a	new	emphasis	on	the	home	as	the	centre	of	society.”11	However	the	blurring	of	boundaries	between	work	spaces	and	the	domestic	sphere	has	not	resulted	in	the	kind	of	telecommuting	autonomy	envisaged	by	Toffler.	Most	office-based	workers	feel	compelled	to	continue	work	projects	at	home	using	their	screen	devices,	while	home-based	workers	in	the	“gig	economy”	must	constantly	monitor	online	communications	in	order	to	find	the	next	short-term	contract.12				Although	the	home-work	of	office-based	workers	may	have	found	its	way	into	the	bedroom	via	the	personal	computer,	with	the	widespread	uptake	of	the	smartphone	over	the	last	decade,	the	monitoring	of	work-related	communications	has	infiltrated	the	bed	itself.	This	has	occurred	at	a	time	when	private	social	life	and	corporate	work	life	increasingly	interpenetrate.	Workplaces	encourage	social	engagement:	teams	are	like	families	or	friendship	groups.	Work	colleagues	become	Facebook	friends	whose	status	updates	need	to	be	followed	outside	of	work	hours.13	In	this	way,	the	spatial	control	of	workers	in	the	workplace	is	augmented	by	the	temporal	control	of	always-on	devices	that	easily	slip	into	the	most	intimate,	private	domestic	space.				Rather	than	understanding	this	extension	of	temporal	control	as	an	incremental	process,	Jonathan	Crary,	in	his	book	24/7,	argues	that	the	paradigm	of	constant	activity	and	online	connection	“is	not	some	transformation	of	an	earlier	work-ethic	paradigm,	but	is	an	altogether	new	model	of	normativity.”14	With	the	accelerated	use	of	internet-connected	devices	it	is	tempting	to	propose	this	kind	of	rupture	between	a	contemporary	elimination	of	the	public/private	divide	and	a	past	era	that	respected	private	life	as	an	inviolable	zone	for	rest	and	recreation.	However,	this	
                                       
11	Alvin	Toffler,	The	Third	Wave	(London:	Collins,	1980),	210.	12	“Household	Use	of	Information	Technology,	Australia,	2014–15,”		(Australian	Bureau	of	Statistics,	2016).	13	Dave	Eggers	provides	a	striking	satire	of	this	corporate	sociality	in	his	novel	The	Circle.	Dave	Eggers,	
The	Circle:	A	Novel	(New	York:	Knopf,	2013).	14	Jonathan	Crary,	24/7	(London:	Verso,	2014),	15.	
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proposal	requires	the	identification	of	some	point	in	history	where	the	boundaries	between	public	and	private	life	were	secure	and	“natural”	sleep	was	the	norm:	an	elusive	state,	at	least	for	urban	populations	in	the	West	over	the	last	three	hundred	years.	So	Crary	follows	the	critics	of	social	acceleration	who	turn	to	pre-industrial	agrarian	societies	when	searching	for	a	regime	that	synchronised	humans’	innate	circadian	rhythms	with	the	planet’s	diurnal	cycle.15	Several	scholars	have	critiqued	this	attempt	to	create	a	historical	benchmark	for	natural	sleep	when	the	evidence	on	pre-modern	sleeping	patterns	is	extremely	limited.16	Portraying	agrarian	societies	as	the	arcadia	of	sleep	also	obscures	both	the	hazards	of	pre-modern	sleeping	and	the	uneven	distribution	of	contemporary	sleep	disruption.				A	failure	to	locate	a	historical	regime	of	normal	or	natural	sleep	does	not	however	detract	from	Crary’s	argument	that	sleep	presents	a	final	obstacle	to	the	contemporary	connectionist	imperative:		 In	its	profound	uselessness	and	intrinsic	passivity,	with	the	incalculable	losses	it	causes	in	production	time,	circulation,	and	consumption,	sleep	will	always	collide	with	the	demands	of	a	24/7	universe….	The	stunning,	inconceivable	reality	is	that	nothing	of	value	can	be	extracted	from	it.17		While	Crary	makes	a	forceful	argument	for	sleep	as	a	barrier	to	fast	capitalism,	his	attempts	to	portray	the	shared	commonality	of	sleep	trace	a	lacuna	at	their	centre.	Even	when	sleep	is	proposed	as	a	primary	human	drive,	along	with	hunger,	thirst	and	sexual	desire,	it	is	deprived	of	its	own	presence	as	it	remains	instrumentalised	in	relation	to	the	demands	of	waking	life.	As	noted	above,	his	search	for	a	common	ground	of	natural	sleep	in	the	life	of	pre-industrial	societies	is	also	compromised,	not	only	through	a	lack	of	evidence,	but	also	because	of	the	distance	of	this	agrarian	arcadia	from	the	lived	experience	of	contemporary	urban	dwellers.	This	failure	to	engage	more	directly	with	the	sleeping	body	suggests	that	an	alternative	strategy—a	
                                       
15	Ibid.,	11–12.	16	Matthew	J.	Wolf-Meyer,	“Noctures:	Sleep,	Medicine,	and	the	Production	of	American	‘Everyday	Life,’”	(University	of	Minnesota,	2007),	194;	Williams,	The	Politics	of	Sleep,	12–13.	17	Crary,	24/7,	10–11.	
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consideration	of	the	visual	art	of	sleep—may	provide	a	more	embodied	understanding.		
Visual	Art	and	Sleep	The	two	crises	surrounding	the	use	of	screen	devices	in	bed	present	two	contrasting	understandings	of	sleep:	sleep	as	a	state	of	individual	responsibility	and	self-regulation;	versus	sleep	as	a	shared	state	of	collective	experience.	Here	I	turn	to	the	world	of	visual	art	with	four	works,	from	the	Italian	Renaissance	to	the	present,	to	further	interrogate	these	two	divergent	cultural	understandings	of	the	sleeping	body.	
 
	
Figure 27. Sandro Botticelli, Venus and Mars, ca. 1487–1488, tempera and oil on poplar, 69.2 x 173.4 cm. Courtesy The 
National Gallery. 
 In	the	Western	tradition	since	classical	antiquity,	sleeping	and	dreaming	have	been	problematic	moral	and	spiritual	battlegrounds,	particularly	since	these	states	are	intrinsically	resistant	to	conscious	control.	Sandro	Botticelli’s	Venus	and	Mars	(ca.	1487–1488)	presents	a	peaceful	scene:	a	sleeping	Mars	disarmed	by	some	playful	satyrs	while	Venus	looks	on	impassively	(figure	27).	Yet	the	sleeping	Mars	provokes	a	puzzle.	Inferring	the	mental	states	of	represented	figures	is	usually	dependant	on	the	way	they	are	depicted	engaging	with	their	world,	but	Mars	is	shown	deep	in	the	thrall	of	some	internal	experience.	The	puzzle	could	be	solved	by	supposing	that	a	seduction	has	already	taken	place	and	that	Mars	is	reclining	in	post-orgasmic	
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lassitude.18	However	art	historian	David	Clark,	drawing	on	contemporary	fifteenth-century	sources,	has	argued	that	Botticelli’s	Mars	is	engaged	in	an	internal	struggle	between	adulterous	fantasy	and	divine	virtue.19	The	painting	was	probably	produced	as	a	headboard	for	the	bed	of	the	oldest	daughter	of	Lorenzo	de’	Medici,	Lucrezia,	and	her	husband	Jacopo	di	Giovanni	Salviati,	and	Clark	has	proposed	that	it	exemplifies	a	genre	of	art	made	specifically	“to	ward	off	the	demonic	spirits	that	hindered	fertility	and	caused	nightmares.”20	Clark	refers	to	the	influence	on	Botticelli	of	the	Christian	Neoplatonist,	Synesius,	with	his	work	On	Dreams.	For	Synesius,	“sleep	can	empty	the	mind	of	distracting	thoughts	and	sense	impressions,	creating	a	
vacatio	that	allows	the	soul	to	receive	divine	epiphanies.”21	Conversely,	the	sleeping	mind	is	also	vulnerable	to	demonic	thoughts	and	visions	if	the	soul	is	impure.	Given	this	understanding	of	sleep	as	a	state	of	moral	struggle,	together	with	the	painting’s	context	in	the	bed	chamber,	Clark	argues	that	a	fifteenth-century	viewer	would	have	expected	Mars	to	emerge	from	his	slumber	victorious	over	fantasies	of	sexual	self-indulgence.		
                                       
18	This	is	the	dominant	interpretation	of	this	image.	For	example,	see	the	entry	on	the	painting	on	The	National	Gallery	website:	“Venus	and	Mars,”	https://www.nationalgallery.org.uk/paintings/sandro-botticelli-venus-and-mars/.	19	David	L.	Clark,	“Botticelli's	Venus	and	Mars	and	Other	Apotropaic	Art	for	Tuscan	Bedrooms,”	Aurora:	
The	Journal	of	the	History	of	Art	7	(2006).	20	Ibid.,	1.	21	Ibid.,	11.	
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Figure 28. Tracey Emin, My Bed, 1998, box frame, mattress, linens, pillows and various objects, dimensions variable. 
©Tracey Emin/DACS. Licensed by Viscopy, 2016. 
 Five	hundred	years	later,	in	Tracey	Emin’s	work	My	Bed	(1998),	sleep	is	still	a	perilous	state	(figure	28).	Emin’s	autobiographical	story	about	the	work	is	well	known.	Recently,	in	an	interview	for	Tate	Modern	on	the	occasion	of	the	work’s	exhibition,	she	commented:	“In	1998	I	had	a	complete,	absolute	breakdown	and	I	spent	four	days	in	bed.	I	was	asleep	and	semi-unconscious.	When	I	eventually	did	get	out	of	bed,	I	had	some	water,	went	back,	looked	at	the	bedroom	and	couldn’t	believe	what	I	could	see.	This	absolute	mess	and	decay	of	my	life.”22	Here	the	Platonic	struggle	that	animated	Botticelli’s	Venus	and	Mars	continues:	reason	and	the	higher	spirits	(such	as	anger,	courage,	and	joy)	must	regain	control	of	the	lower	appetites.	Plato,	in	the	Republic,	warned	of	the	chaos	that	rules	when	reason	sleeps:	“I’m	sure	you’re	aware	of	how	in	these	circumstances	nothing	is	too	outrageous:	a	person	acts	as	if	he	were	totally	lacking	in	moral	principle	and	unhampered	by	intelligence.”23	Now,	in	Emin’s	My	Bed,	the	subject	must	employ	reason	and	self-control	to	discriminate	between	modes	of	sleep.	Good	sleep	is	restorative	but	contained,	rejuvenating	but	not	indulgent;	it	is	instrumental	in	the	efficiency	of	the	waking	body.	Bad	sleep	lacks	boundaries:	it	leaks	out	through	the	oblivion	of	intoxication	or	the	withdrawal	of	sorrow	and	depression.	Bad,	irrational	sleep	enervates	and	enfeebles	
                                       
22	Tate,	“Tracey	Emin's	My	Bed,”	Tate,	http://www.tate.org.uk/context-comment/video/tracey-emins-my-bed-tateshots/.	Accessed	18	May	2016	23	Plato,	The	Republic,	trans.	R.	Waterfield	(Oxford:	Oxford	University	Press,	1994),	571c.	
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the	waking	body.	With	Emin’s	My	Bed	the	loss	of	control	is	only	temporary.	She	collects	up	the	scene	spread	out	before	her	and	installs	it	in	a	gallery.	Chaos	is	subdued	by	the	clean	white	cube.	Reason	triumphs.	Soon	the	work	is	a	finalist	in	the	Turner	Prize	and	the	further	order	of	biography	is	assured	as	the	stained,	crumpled	sheets	become	a	distant	slough	of	despond,	to	be	viewed	from	the	heights	of	a	successful	career.		
 
  
Figure 29. Andy Warhol, Sleep, 1963, 16mm film, black and white, silent, 5 hours 21 minutes at 16 frames per second. 
Frame still. ©2016 The Andy Warhol Museum, Pittsburgh, PA, a museum of Carnegie Institute. All rights reserved.  
 Although	Botticelli’s	Mars	and	the	absent	subject	of	Tracey	Emin’s	My	Bed	may	ultimately	triumph	over	the	forces	of	chaos	and	unreason,	it	is	the	vulnerability	of	the	sleeping	body	that	initially	draws	the	viewer	to	these	works.	Vigilance	falters;	boundaries	can	no	longer	be	patrolled.	We	only	need	to	have	a	bad	night’s	sleep	in	a	strange	environment,	the	mind	scanning	for	unusual	sounds,	to	be	reminded	of	our	unprotected	state.	Compelled	by	this	bodily	empathy	to	interrogate	the	image	of	a	sleeping	person	we	reach	an	impasse.	As	with	Botticelli’s	Mars,	the	sleeping	body,	like	the	unconscious	or	comatose	body,	presents	the	enigma	of	a	person	who	is	present	but	absent,	alive	but	unresponsive.	Andy	Warhol’s	film	Sleep	(1963),	showing	poet	John	Giorno	sleeping,	extends	this	experience	through	its	five-hour,	
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twenty-one-minute	duration	(figure	29).	Excluded	from	the	mind	of	the	sleeping	person,	the	viewer	transforms	the	subject	into	a	screen.	Curator	Klaus	Biesenbach’s	assessment	is	apposite:		 In	Sleep,	the	image	of	the	sleeping	John	Giorno	creates	an	intimacy	otherwise	shared	only	by	a	lover	who	stays	awake	all	night	watching	the	object	of	his	or	her	love	resting	and	dreaming,	defenseless	in	that	most	exposed	powerless,	but	dry	moment,	the	calm	before	or	after	lovemaking.24		In	commentary	on	Sleep	there	has	been	little	interest	in	understanding	John	Giorno’s	actual	experience	of	sleeping.	For	Biesenbach,	Giorno	is	simply	resting	and	presumed	to	be	dreaming.	Rather,	attention	is	given	to	the	viewer,	who	is	cast	as	a	lover	watching	over	their	beloved,	and	the	action	that	occurs	before	or	after	the	camera	started	to	roll:	the	act	of	lovemaking.	Sleep	is	simply	a	pause,	an	interregnum	given	meaning	by	the	waking	events	that	surround	it.	The	image	of	the	sleeping	body	itself,	passive	and	quiescent,	becomes	the	perfect	screen	for	viewers	to	project	their	desires.		
                                       
24	Klaus	Biesenbach,	Essay	in	Pamphlet	Accompanying	DVD,	Screen	Test:	Susan	Sontag	(New	York:	Museum	of	Modern	Art,	2011),	unpaginated.	
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Figure 30. Julie Rrap, Remaking the World: Artists Dreaming, 2015, multi-channel screen installation. Installation view. 
Courtesy of the artist.  	In	her	work,	Remaking	the	World:	Artists	Dreaming	(2015),	Australian	artist	Julie	Rrap	takes	the	durational	portrait	of	a	sleeping	subject	and	multiplies	it	(figure	30).	The	work	consists	of	thirty	moving	image	portraits	of	sleeping	artists,	each	shown	on	their	own	screen,	suspended	upside	down	in	the	gallery	space.	The	subtitle	of	the	work,	“Artists	Dreaming,”	implies	that	dreams	are	integral	to	the	imaginative	process	that	enables	artists	to	remake	the	world.	Since	the	eighteenth	century	this	has	been	a	commonplace	conception.	The	Romantics,	building	on	notions	from	antiquity	of	dreams	as	prophetic	and	diagnostic,	closely	associated	dreaming	with	the	cultivation	of	an	inner	vision.	Then	in	the	twentieth	century,	the	Surrealists	followed	their	dreams	down	Freud’s	royal	road	to	the	unconscious,	finding	a	source	of	the	“marvellous,”	unfettered	by	the	censorship	of	reason.			It	is	rather	in	its	depiction	of	the	act	of	sleeping	itself	that	Rrap’s	work	offers	insights.	By	clustering	together	the	portraits	of	thirty	sleeping	subjects,	the	question	of	the	singularity	of	sleep	emerges.	Is	the	experience	of	sleep	fundamentally	one	of	withdrawal	into	isolation,	or	is	there	solidarity	in	this	shared	bodily	state?	
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Philosopher	Jean-Luc	Nancy	evokes	this	question	in	his	recent	meditation	on	the	ontology	of	sleep:		 By	falling	asleep,	I	fall	inside	myself:	from	my	exhaustion,	from	my	boredom,	from	my	exhausted	pleasure	or	from	my	exhausted	pain…	I	fall	to	where	I	am	no	longer	separated	from	the	world	by	a	demarcation…	I	pass	that	line	of	distinction,	I	slip	entire	into	the	innermost	and	outermost	part	of	myself,	erasing	the	division	between	these	two	putative	regions.25				For	Nancy,	the	fall	into	sleep,	the	withdrawal	from	desire,	joy,	and	sorrow,	is	not	a	suspension	of	the	self.	Neither	does	the	withdrawal	of	sleep	signify	autonomous	isolation.	Instead,	the	dissolving	of	the	strivings	and	distinctions	that	maintain	the	ego	leads	to	“the	general	equivalence	in	which	one	sleeper	is	worth	as	much	as	any	other	sleeper	and	every	sleep	is	worth	all	the	others,	however	it	may	appear.”26	In	Julie	Rrap’s	multiple	portrait	it	is	possible	to	experience	this	equality	and	commonality.	Rather	than	thirty	subjects	suspended	in	hermetically	sealed	worlds,	the	sleepers	float	together:	freed	from	the	grinding	friction	of	waking	life,	sharing	the	tidal	drift	of	sleep.	This	experience	of	sleep	as	a	shared	floating	life	is	then	the	starting	point	to	re-evaluate	the	instrumentalising	of	the	sleeping	body.				In	the	four	artworks	discussed,	the	production	of	the	sleeping	body	as	a	site	of	moral	struggle,	a	screen	for	desire	or	the	engine	of	artistic	productivity,	permit	the	normalising	of	sleep	by	subjecting	it	to	the	imperatives	of	waking	life.	How	then	to	understand	these	same	works	as	presenting	a	fragile	commonality	of	sleep	that	is	not	defined	by	this	utilitarian	regime?	In	order	to	give	the	sleeping	body	this	space	of	possibility	it	is	necessary	to	move	beyond	Foucault’s	concept	of	the	docile	body	that	is	constrained	through	the	forces	of	cultural	inscription	and	inculcation.27	An	alternative	perspective	is	provided	by	Gilles	Deleuze’s	explication	of	Spinoza’s	Ethics	via	Nietzsche:		
                                       
25	Jean-Luc	Nancy,	The	Fall	of	Sleep,	trans.	Charlotte	Mandell	(New	York:	Fordham	University	Press,	2009),	5.	26	Ibid.,	17.	27	Michel	Foucault,	Disclipline	and	Punish:	The	Birth	of	the	Prison	(New	York:	Vintage,	1979),	136.	
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	 [Spinoza]	proposes	to	establish	the	body	as	a	model:	“We	do	not	know	what	the	body	can	do…”	This	declaration	of	ignorance	is	a	provocation.	We	speak	of	consciousness	and	its	decrees,	of	the	will	and	its	effects,	of	the	thousand	ways	of	moving	the	body,	of	dominating	the	body	and	the	passions—but	we	do	not	
even	know	what	a	body	can	do	[emphasis	in	original].	Lacking	this	knowledge,	we	engage	in	idle	talk.	As	Nietzsche	will	say,	we	stand	amazed	before	consciousness,	but	“the	truly	surprising	thing	is	rather	the	body….”28			This	“unknown	of	the	body”	opened	up	a	space	for	Deleuze	to	propose	a	body	that	is	understood	through	its	extensions	and	excesses,	its	speeds	and	intensities,	rather	than	through	its	biology,	its	functions,	or	its	role	in	the	formation	of	a	subject.29	But	how	is	it	possible	to	find	a	place	for	the	state	of	sleep	in	a	concept	of	the	body	that	is	animated	by	movement	and	vitalist	energy?	After	all,	a	sleeping	body	is	constrained	in	its	ability	to	affect	and	be	affected,	thereby	limiting	its	extension	and	becoming.	Deleuze,	however,	does	offer	a	way	of	considering	the	affective	potential	of	sleep.	In	constructing	a	way	of	mapping	a	body,	Deleuze,	via	Spinoza,	proposes	two	kinds	of	plan.	There	is	a	“plan	of	transcendence”	that	“involves	forms	and	their	developments,	subjects	and	their	formations.”	Then	there	is	the	contrary	“plan	of	composition”	where	“there	is	no	longer	a	subject,	but	only	individuating	affective	states	of	an	anonymous	force.	Here	the	plan	is	concerned	only	with	motions	and	rests,	with	dynamic	affective	charges.”30	This	second	plan	opens	to	a	world	of	immanence	that	is	unconcerned	with	the	ranking	and	organisation	of	specific	affects	such	as	joy	or	sorrow.	In	this	world,	“frozen	catatonias	and	accelerated	movements”	have	equivalent	value.31	While	sleep	may	be	a	state	of	minimal	perceptible	activity,	approaching	catatonia,	it	can	still	yield	an	affective	charge.	What	is	required	is	a	recalibration	of	bodily	perception	that	redefines	the	minimum	threshold	for	affective	engagement.		
                                       
28	Gilles	Deleuze,	Spinoza,	Practical	Philosophy,	trans.	Robert	Hurley	(San	Francisco:	City	Lights	Books,	1988),	17–18.	29	Ibid.,	127–128.	30	Ibid.,	128.	31	Ibid.,	129.	
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Returning	to	Warhol’s	Sleep,	this	sensitising	of	perception	challenges	the	viewer	to	become	attuned	to	the	presence	of	the	sleeper,	beyond	the	sleeper’s	utility	as	a	screen	for	the	viewer’s	desires.	Refusing	immediate	interpretation,	the	viewer	can	attend	to	the	small	bodily	movements	of	the	sleeping	John	Giorno	without	collapsing	them	into	signs	of	cognitive	states	(what	is	he	dreaming?).	This	is	a	bodily	presence	that	has	no	need	of	presentation	or	representation:	freed	from	interpretation,	escaping	the	confinement	of	the	text,	confronting	the	viewer	with	its	autonomy.	Then,	as	the	viewer	watches	Giorno	sleep,	the	breathing	of	the	viewer	slows	and	becomes	synchronised	to	the	rhythm	of	the	sleeper’s	breath.	This	entrainment	of	visceral	affect	is	anterior	to	the	well-known	affects	initiated	by	specific	facial	expressions	or	even	the	gestural	turn-taking	of	mother	and	infant.	For	Erin	Manning,	building	on	the	work	of	Gilles	Deleuze	and	Gilbert	Simondon,	this	“transductive	potential	[of	affect]	cuts	across	the	uniqueness	of	this	or	that	body,	moving	the	body	back	into	the	collective	agitation	of	its	pre-individual	potential.”32	In	this	way	the	shared	rhythmic	pulse	of	sleep	dissolves	the	autonomy	of	the	sleeping	body	into	an	expansive	state	of	equality	and	commonality.		
The	Shared	Bed	As	small	screen	devices	have	been	welcomed	into	the	bedroom	they	have	not	only	disrupted	sleep	but	have	also	been	incorporated	into	the	social	life	of	the	bed.	Jonathan	Crary,	in	his	book	24/7,	extends	his	critique	of	online	connectivity	from	sleeping	to	waking	life:			 Examples	of	how	in-use	devices	and	apparatuses	have	an	impact	on	small-scale	forms	of	sociality	(a	meal,	a	conversation,	or	a	classroom)	may	have	become	common-places,	but	the	cumulative	harm	sustained	is	nonetheless	significant.	One	inhabits	a	world	in	which	long-standing	notions	of	shared	experience	atrophy,	and	yet	one	never	actually	attains	the	gratifications	or	rewards	promised	by	the	most	recent	technological	options.33			
                                       
32	Erin	Manning,	“Always	More	Than	One:	The	Collectivity	of	a	Life,”	Body	and	Society	16,	no.	1	(2010):	122.	33	Crary,	24/7,	31.	
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	The	face-to-face	sociality	that	Crary	refers	to	here	could	easily	extend	to	the	sharing	of	a	bed:	an	interstitial	zone	less	structured	by	public	ritual	and	therefore	potentially	more	open	to	the	effects	of	screen-based	engagement.		Norbert	Elias,	in	his	historical	survey	of	bedroom	behaviour,	charts	the	movement	of	the	bed	from	its	place	in	the	multi-purpose	room	of	a	typical	home	of	the	Middle	Ages	to	its	seclusion	in	the	eighteenth-century	bourgeois	bedroom,	a	space	set	aside	for	sleeping	and	dressing.34	This	privatising	of	the	marital	bed	continues	into	the	nineteenth	century	with	individual	beds,	and	even	separate	bedrooms,	being	promoted	for	married	middle-class	couples.35	Then	in	the	twentieth	century,	the	marital	bed	is	eroticised,	as	sexual	intercourse	within	marriage	is	associated	with	pleasure	as	well	as	procreational	duty.	Consequently,	the	contemporary	shared	bed	becomes	a	conflicted	site:	at	once	a	shelter	and	refuge	from	public	life,	a	place	of	release	and	play,	while	simultaneously,	in	Elias’	analysis,	a	“psychological	danger	zone,”	replete	with	taboos	against	co-sleeping	between	adults	and	children	and	subject	to	the	pornification	of	sexual	desire.36	Although	the	twentieth	century	saw	this	ambiguous	space	incorporate	the	telephone,	radio,	television,	and	personal	computer,	the	recent	arrival	of	the	smartphone	and	tablet	has	intensified	the	socio-technological	challenges	to	the	physical	co-presence	offered	by	the	shared	bed,	given	that	the	experiences	afforded	by	the	discrete	technologies	of	the	twentieth	century	are	now	all	available	through	a	single	handheld	device.	To	flesh	out	the	diversity	of	these	screen-based	encounters	I	return	to	visual	art	with	four	recent	works	that	stake	out	the	territory	of	networked	screen	engagement.		
Digital	Media	Art	and	the	Networked	Screen	Experience	The	bedtime	use	of	screen	devices	suggests	a	contrast	between	the	self-aware,	purposeful,	focused	attention	required	for	handheld	screen	engagement	and	the	
                                       
34	Norbert	Elias,	“On	Behavior	in	the	Bedroom,”	in	The	Domestic	Space	Reader,	ed.	Chiara	Briganti	and	Kathy	Mezei	(Toronto:	University	of	Toronto	Press,	2012).	35	Elizabeth	C.	Cromley,	“Sleeping	Around:	A	History	of	American	Beds	and	Bedrooms,”	Journal	of	
Design	History	3,	no.	1	(1990):	6-7.	36	Elias,	“On	Behavior	in	the	Bedroom,”	230.	
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unfocused,	drifting	mode	of	consciousness	that	allows	the	mind	to	float	into	sleep.	But	perhaps	the	welcoming	of	these	devices	into	bedroom	life	implies	a	cognition	of	the	screen	experience	that	is	more	aligned	with	that	of	sleeping	and	dreaming.	In	his	first	manifesto	of	surrealism,	written	in	1924,	André	Breton	gave	this	description	of	dreaming:		 The	mind	of	man	who	dreams	is	fully	satisfied	by	what	happens	to	him.	The	agonizing	question	of	possibility	is	no	longer	pertinent.	Kill,	fly	faster,	love	to	your	heart’s	content….	The	ease	of	everything	is	priceless.37		Now	replace	the	word	“The	mind	of	man	who	dreams”	with	“The	person	who	experiences	the	intuitive	design	of	our	online	user	interface”—this	updated	version	could	easily	appear	in	a	promotion	for	a	new	application	or	video	game.	The	aspiration	of	those	who	design	the	online-user	experience	is	to	lure	the	user	away	from	a	distanced,	considered,	reflective	mode	of	thought	to	a	pre-reflective,	fluid	experience:	from	the	rational	ideal	of	waking	cognition	to	a	state	approximating	sleeping	and	dreaming.38	In	this	state	of	online	immersion	your	artificially	intelligent	search	engine	takes	you	to	your	desired	destination	before	you	are	even	aware	of	wanting	to	go	there.	Your	streaming	music	service	learns	your	taste	and	then	delights	you	with	its	selections.39				
The	Wilderness	Downtown	(2010),	an	online	interactive	project	directed	by	Chris	Milk,	is	a	work	that	aspires	to	these	qualities	of	flow,	ease	of	user	engagement	and	dreamscape.40	The	user	is	invited,	through	the	preliminary	interface,	to	add	the	address	of	their	childhood	home.	A	window	opens	to	reveal	video	of	a	hooded	runner	pounding	down	anonymous	streets,	powered	by	a	pop-music	soundtrack.	Additional	
                                       
37	André	Breton,	“Manifesto	of	Surrealism	(1924),”	in	Manifestoes	of	Surrealism	(Ann	Arbor:	University	of	Michigan	Press,	1972),	13.	38	This	paradigm	is	evident	in	much	of	the	literature	on	user-interface	design,	including	one	of	the	most	popular	works	in	this	genre:	Steve	Krug,	Don't	Make	Me	Think!:	A	Common	Sense	Approach	to	
Web	Usability,	2nd	ed.	(Berkeley,	CA:	New	Riders	Publishing,	2006).	39	A	Spotify	outdoor	advertising	campaign	in	June	2016	promoted	the	music	service’s	ability	to	predict	the	user’s	taste,	with	texts	such	as	“Your	Weekend	Discovery	Playlist:	30	songs	you	didn’t	know	you	loved	yet.”	40	“The	Wilderness	Downtown,”	http://www.thewildernessdowntown.com/	-	/.	
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windows	open	with	content	taken	live	from	Google	Maps	and	Google	Street	View,	constructing	a	journey	to	the	address	entered	by	the	user.	This	ease	of	participation	and	the	incorporation	of	the	live,	Google-database	narrative	within	a	music-video	form	have	been	crucial	to	this	work’s	mainstream	impact.	As	one	blogger	commented:	“Just	turn	on	your	speakers,	sit	back,	and	enjoy	the	ride.”41	Through	this	visual	flow	the	user	is	immersed	in	a	dream-like	uncanny	return	to	the	site	of	their	childhood	home.		Zooming	out	from	this	individual	interactive	work	to	the	wider	everyday	use	of	screen-based	devices,	how	are	these	qualities	of	ease	and	flow	manifest	through	internet	searches	and	engagement	with	applications?		
	
Figure 31. Camile Henrot, Grosse Fatigue, 2013, single-channel video installation, colour, sound, 13 minutes. Video still. 
Licensed by Viscopy, 2016. 
 Camille	Henrot’s	thirteen-minute	video	Grosse	Fatigue	(2013)	has	received	considerable	attention	since	winning	the	Golden	Lion	at	the	2013	Venice	Biennale	(figure	31).	In	this	work,	Henrot	layers	scenes	filmed	in	the	collections	of	the	
                                       
41	Katelyn	M.	Thompson's	Blog,	1	May	2011,	http://ktomdesign.com/blog/2011/05/the-wilderness-downtown/.	
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Smithsonian	Institution	in	Washington,	DC,	with	images	found	on	the	internet—each	layer	displayed	in	its	own	browser	window.	The	world	of	physical	collections	is	juxtaposed	with	the	virtual.	The	online	data	appear	to	be	limitless:	there	is	always	another	link,	another	window	waiting	to	be	opened.	But,	as	the	layered	windows	proliferate,	the	ability	to	make	sense	of	the	data	declines	and	the	gap	between	information	and	knowledge	emerges.	In	Henrot’s	scenes	filmed	at	the	Smithsonian,	human	curators	provide	a	narrative	for	each	specimen,	presumably	supported	by	systematic	scholarship.	The	internet	searches,	by	contrast,	have	none	of	this	context:	connectivity	does	not	equal	connection.	The	unrelenting	exposure	to	these	shards	of	information	leads	to	the	“fatigue”	of	the	work’s	title,	a	response	to	what	Hito	Steyerl	has	described	as	“too	much	world.”42		Nirvana	for	user-experience	designers	is	the	frictionless,	intuitive	transition:	what	matters	is	where	you	are	now,	not	how	you	got	here.	Screen-device	users	have	to	open	an	activity	log	if	they	want	to	trace	the	pathways	they	follow	through	internet	searches,	while	the	pathways	taken	within	and	between	applications	are	often	untraceable.	German	artist	Johannes	Osterhoff	has	documented	these	ephemeral	journeys	through	his	own	life	with	screen	devices.	Two	works,	both	referencing	performance	artist	Tehching	Hsieh’s	one-year	performances,	took	place	over	twelve	months	through	live	online	posts.	For	the	first,	Google	(2011),	Osterhoff	recorded	all	of	his	Google	search	queries.43	For	the	second,	iPhone	Live	(2012–2013),	he	engineered	his	iPhone	to	capture	a	screenshot	every	time	he	pressed	the	phone’s	home	button	(figure	32).44	These	screenshots,	documenting	the	transitions	from	one	application	or	phone	function	to	another,	were	uploaded	live	both	to	the	project	website	and	to	Twitter.			
                                       
42	Hito	Steyerl,	“Too	Much	World:	Is	the	Internet	Dead?,”	e-flux	journal,	no.	49	(2013).	43	Johannes	Osterhoff,	“Google,”	(2011),	http://google.johannes-p-osterhoff.com/.	44	“Iphone	Live,”		(2012-2013),	http://www.iphone-live.net/.	
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Figure 32. Johannes Osterhoff, iPhone Live, 2012-2013, live streamed one-year performance. Screen capture. Licensed 
through Creative Commons Licence BY-NC-SA 3.0. 	In	the	archives	of	both	projects,	repetitions	of	application	selection	and	internet	searches	are	immediately	evident:	with	the	Google	work	through	the	“most	frequent	search	terms”	and	in	the	iPhone	Live	project,	by	scanning	visually	across	the	screen	shots.	As	each	screen	capture	in	iPhone	Live	has	a	timestamp,	temporal	patterns	are	also	evident:	for	example,	on	one	night	in	the	iPhone	log	the	checking	of	messages	and	internet	searches	alternate	with	the	game	“iBeer”	and	the	life-logging	app	“Mr	Mood,”	continuing	into	the	early	hours	of	the	morning.	What	becomes	evident	through	Osterhoff’s	works	of	self-surveillance,	together	with	Camille	Henrot’s	Grosse	
Fatigue	and	Chris	Milk’s	The	Wilderness	Downtown,	is	the	potential	for	online	screen	engagement	to	move	endlessly	between	flow	and	frustration,	vigilance	and	relaxation,	sociability	and	introspection.			Researchers	are	beginning	to	investigate	the	affective	dimension	of	this	cycling	through	social	media	platforms,	games,	and	other	applications.	Richard	Coyne,	in	his	recent	book	Mood	and	Mobility,	considers	networked	digital	devices	as	“mood	machines.”45	As	communication	devices	they		
                                       
45	Richard	Coyne,	Mood	and	Mobility	:	Navigating	the	Emotional	Spaces	of	Digital	Social	Networks	(Cambridge,	MA:	The	MIT	Press,	2016).	
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contribute	inevitably	to	the	circulation	of	moods,	because	social	groups	share	collective	mood	states.	Smartphone	and	social	media	users	tell	each	other	how	they	are	feeling.	They	share	good	and	bad	news,	anxieties,	desires,	hopes	and	disappointments,	thereby	contributing	to	collective	mood,	the	mood	of	the	group.46			Underlying	this	circulation	of	moods	there	may	also	be	a	heightened	sense	of	vigilance,	even	anxiety,	produced	by	the	need	to	be	constantly	open	to	the	demands	of	social	media	messages,	notifications,	and	alerts.	Users,	in	response,	turn	to	the	same	digital	devices	to	modify	their	moods	through	entertainment	content.	Coyne	describes	the	way	in	which			 consumers	can	self-prescribe	media	content	to	regulate	their	feelings.	People	read,	watch	films,	documentaries,	sports	and	comedy	shows,	play	computer	games,	look	at	pictures,	and	listen	to	radio	broadcasts	and	music	as	improvised	strategies	for	regulating,	modifying,	softening,	intensifying,	and	sharing	a	mood.47		Returning	to	the	use	of	screen	devices	in	bed,	this	diversity	of	screen-afforded	affects	is	further	complicated	by	the	multiplicity	of	screens	and	their	related	screen-body	couplings.	Considering	for	a	moment	only	the	smartphone,	how	is	it	possible	to	understand	what	Ingrid	Richardson	calls	the	“technosomatic	involvement”	or	“medium-specific	ordering	of	sense-perception	and	bodily	orientation”	that	emerges	from	engagement	with	this	device?48	Ethnographic	studies	initially	focussed	on	the	use	of	mobile	phones	in	public	spaces	and	researchers	have	only	recently	begun	to	study	the	use	of	smartphones	in	the	domestic	sphere.49	However,	there	are	widespread	practices	of	smartphone	use	that	are	relevant	to	the	use	of	this	device	in	the	shared	bed.	
                                       
46	Ibid.,	253.	47	Ibid.,	252.	48	Ingrid	Richardson,	“Faces,	Interfaces,	Screens:	Relational	Ontologies	of	Framing,	Attention	and	Distraction,”	Transformations,	no.	18	(2010):	3.	49	The	Digital	Ethnography	Research	Centre	at	RMIT,	Melbourne,	is	investigating	the	domestic	uses	of	handheld	devices.	See,	for	example:	Sarah	Pink	et	al.,	“Tactile	Digital	Ethnography:	Researching	Mobile	Media	through	the	Hand,”	Mobile	Media	and	Communication	4,	no.	2	(2016).	
Stephen	Burstow	 	 	 The	Handheld	Image	 144	
When	two	co-located	people	share	a	still	image	or	video	on	a	smartphone,	whether	the	device	is	passed	hand-to-hand,	or	two	heads	lean	in	to	view	simultaneously,	the	size	of	the	image	and	its	cradling	in	the	hand	open	up	what	Gaston	Bachelard	described,	in	relation	to	the	opening	of	a	small	casket,	as	the	“dimension	of	intimacy.”50		This	experience	is	further	enhanced	through	the	touch-screen	interface.		As	Sarah	Pink	et	al.	have	commented	in	relation	to	their	ethnographies	of	mobile	media	use:	“Contact	with	the	device	through	the	hand	is	part	of	a	particular	configuration	of	feeling	that	emerges	through	that	contact,	because	it	engages	people	directly	with	the	affective	and	sensory	experiences	that	are	part	of	the	forms	of	sociality,	copresence,	and	playfulness	and	more	that	are	associated	with	mobile	media.”51		Although	screen	sharing	may	enhance	face-to-face	co-presence,	a	smartphone	can	just	as	easily	be	used	in	the	shared	bed	to	diminish	engagement	with	the	bed	partner.	The	use	of	mobile	devices	by	individuals	to	withdraw	their	attention	from	tedious	meeting	presentations	is	a	much-observed	phenomenon,	yet	similar	practices	play	out	in	the	privacy	of	the	shared	bed.	If	the	reading	of	a	book	or	e-reader	in	bed	creates	a	barrier	to	face-to-face	engagement,	then	the	tighter	viewing	space	required	by	the	smaller	screen	of	the	smartphone,	coupled	with	headphones,	presents	an	even	more	formidable	obstacle	to	physical	interaction.	This	is	a	politics	of	space	that	was	proposed	by	Villi	and	Stocchetti	in	their	study	of	visual	mobile	communications,	a	politics	that	enables	“keeping	close	with	certain	individuals	even	when	physical	distance	keeps	us	apart;	keeping	others	at	a	distance	even	if	they	may	be	more	accessible	in	physical	terms.”52	As	the	authors	of	this	study	were	focussed	on	the	sending	and	receiving	of	photo	messages	via	mobile	phones,	the	facilitating	of	social	communication	was	foregrounded.	But	as	smartphones	are	used	to	access	ever-expanding	fields	of	engagement	through	applications	and	gaming	platforms,	the	communicative	function	becomes	just	one	amongst	many:	when	a	person	turns	away	from	their	bed	partner	to	their	smartphone	it	may	be	to	consult	a	weather	app	or	
                                       
50	Gaston	Bachelard,	The	Poetics	of	Space,	trans.	Maria	Jolas	(Boston:	Beacon	Press,	1994),	85.	51	Pink	et	al.,	“Tactile	Digital	Ethnography:	Researching	Mobile	Media	through	the	Hand,”	244.	52	Mikko	Villi	and	Matteo	Stocchetti,	“Visual	Mobile	Communication,	Mediated	Presence	and	the	Politics	of	Space,”	Visual	Studies	26,	no.	2	(2011):	104.	
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play	a	game	while	simultaneously	monitoring	incoming	social	media	messages	and	work-related	emails.		The	small	personal	screen	devices	that	have	been	incorporated	into	the	life	of	the	bed	are	tools	of	unprecedented	flexibility	for	conjuring	and	controlling	mood	and	for	extending	or	withdrawing	attention.	Consequently	these	“mood	machines”	are	clasped	right	up	to	the	moment	of	unconsciousness,	while	facilitating	a	constant,	compressed	cycling	of	affects	such	as	curiosity,	frustration,	suspense,	and	pleasure.	This	may	be	one	of	the	most	profound	impacts	of	the	bedtime	use	of	handheld	devices:	the	diminution	of	the	interstitial	zone	between	waking	and	sleeping,	a	space	and	time	for	the	would-be	sleeper	to	become	attuned	to	their	own	breath	or	for	the	bed	partner	to	feel	the	pulse	and	subtle	body	heat	of	a	lover.		Biomedical	sleep	is	not	a	state	into	which	one	falls,	it	is	rather	a	behaviour	that	must	be	surveilled	and	controlled	in	order	to	maintain	a	healthy	lifestyle.	Consequently,	the	self-monitoring	afforded	by	smartphones	and	tablets	has	been	augmented	by	the	personal	sleep	surveillance	produced	by	wearable	devices	such	as	the	Fitbit.	Rather	than	release	into	slumber,	what	this	technologising	of	sleep	is	facilitating	is	either	anxiety	about	reaching	sleep	targets	or	the	techno-utopian	re-engineering	of	sleep	imagined	by	Lifehackers:	“The	future	of	sleep	won’t	be	its	absence,	it	will	be	a	new	class	of	people	leveraging	its	creative	potential.”53	While	Jonathan	Crary,	along	with	other	critics	of	social	acceleration,	has	rejected	this	narrow	biomedical	framing,	his	critique	is	unable	to	infuse	sleep	with	its	own	force.	Defining	sleep	as	a	barrier	to	exploitation	or	even	as	a	period	of	regeneration	is	still	to	understand	it	in	relation	to	the	imperatives	of	waking	life,	while	the	appeal	to	sleep	as	a	“natural	condition”	seeks	a	foundation	for	contemporary	sleep	in	a	hazy	utopia	of	agrarian	pre-industrial	slumber.54	By	contrast,	the	works	of	visual	art	depicting	sleeping	subjects,	as	interpreted	through	Deleuze	and	Nancy,	permit	an	ontology	of	sleep	that	offers	a	deep	somatic	engagement	with	a	pre-individual	affective	state:	a	state	with	its	own	
                                       
53	Sean	Monahan,	“Slowave—an	Exploration	on	Sleep	and	Society,”	(2016),	http://sleepsleepsleepsleep.com/.	54	Crary,	24/7,	74.	
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intensity	and	presence	that	has	the	potential	to	resist	the	lure	of	screen	devices	as	technologies	of	an	always-waking	world.		
Conclusion	The	bedtime	use	of	screen	devices	has	come	to	public	attention	through	the	involvement	of	this	practice	in	the	construction	of	two	contemporary	crises	of	sleep.	Visual	art	embodies	insights	into	the	two	related	cultural	paradigms	of	sleep	and	the	entanglement	of	screen	devices	with	waking	and	sleeping	bedroom	life.	The	understandings	of	sleep	propounded	by	both	biomedicine	and	critics	of	social	acceleration	are	proposed	as	being	inadequate	in	the	face	of	bedtime	engagement	with	screen	devices,	as	both	these	perspectives	define	sleep	in	relation	to	the	imperatives	of	waking	life.	A	redefinition	of	the	minimum	threshold	for	feeling	into	the	vulnerable	equality	of	sleep	provides	an	alternative	basis	for	engagement	with	this	somatic	state.	
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Chapter	6	
Screening	Bedtime	
The	whole	universe	is	concentrated	on	a	small	screen	with	the	bed	floating	on	an	infinite	sea	of	information.	To	lie	down	is	not	to	rest	but	to	move.	The	bed	is	now	a	site	of	action.1		This	chapter	is	based	on	my	artwork	Screening	Bedtime	(2018),	a	screen	installation	that	constitutes	my	examination	exhibition	at	Sydney	College	of	the	Arts	Galleries,	February	2018.		While	Chapter	5	of	this	dissertation	proposed	an	understanding	of	sleep	as	a	somatic	state	that	challenges	the	mood-modulating	engagement	with	handheld	screen	devices,	my	artwork	Screening	Bedtime	incarnates	this	challenge	through	the	two	particular	bodies	of	a	couple	inhabiting	a	bed	with	their	devices.	By	depicting	these	scenes	through	the	imaging	of	body	heat	as	well	as	imaging	of	the	visible	spectrum,	the	work	holds	the	somatic	body	and	the	social	body	in	tension.	The	simultaneous	presentation	of	these	two	body	schemata	provides	the	basis	to	refine	the	understanding	of	the	sleeping	body	set	out	in	Chapter	5.		
The	Artwork	
Screening	Bedtime	is	a	three-channel	video	installation,	duration	ten	minutes	and	seventeen	seconds	(figures	33	and	34).	
                                       
1	Beatriz	Colomina,	“The	Century	of	the	Bed,”	in	Century	of	the	Bed,	ed.	Jothady	Manisha	(Vienna:	Verlag	für	moderne	Kunst,	2014),	19.	
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Figure 33. Stephen Burstow, Screening Bedtime (2018), multiscreen installation. Installation schematic. 
 
 
	
 
Figure 34. Stephen Burstow, Screening Bedtime (2018), multiscreen installation. Installation mock up. 
		The	centre	video	is	projected	at	1:1	scale	on	a	bedsheet,	draped	over	a	mattress	that	is	placed	centrally	in	the	exhibition	space.	The	left	and	right	videos	are	projected,	at	approximately	the	same	size	as	the	central	image,	on	the	two	walls	facing	the	centre	image.	While	the	centre	video	maintains	the	same	framing	of	the	couple	in	bed	
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throughout,	the	side	videos	show	montages	of	close	up	shots	of	eyes,	faces,	and	other	areas	of	the	body,	with	all	three	videos	playing	synchronously	to	a	commissioned	soundscape.	The	glow	of	the	bodies,	and	the	thermal	traces	they	leave	behind,	were	generated	by	a	camera	recording	in	the	body	heat	range:	this	use	of	thermal	imagery,	together	with	the	three-channel	structure,	is	discussed	further	below.			For	this	work,	I	built	on	the	improvisatory	method	employed	for	my	earlier	artwork	
Looking:	working	with	Nicholas	Hope	had	given	me	the	confidence	to	expand	a	working	method	based	on	open-ended	collaboration.	This	approach	moved	beyond	the	constraints	I	had	experienced	in	directing	performers	for	film	and	television	where	dialogue	scripts	usually	dictate	the	communicative	intent	of	every	moment	and	tight	rehearsal	schedules	militate	against	the	exploration	of	physical	performance	through	improvisation.	For	Screening	Bedtime,	I	cast	two	contemporary	dance	performers,	Kristina	Chan	and	Tim	Ohl,	who	are	also	creators	of	theatre	works	and	are	practised	at	drawing	on	life	experience	to	generate	performative	material.			At	a	workshop	held	one	month	prior	to	the	shoot,	I	presented	my	overall	framework:	using	task-based	improvisation	we	would	take	an	experimental	approach	to	a	series	of	scenarios	without	predetermining	the	form	of	any	scene.	The	pejorative	public	discourses	around	the	bedtime	use	of	screen	devices	would	be	set	aside.	The	mutual	engagement	enabled	through	the	face-to-face	sharing	of	screen	images	would	be	given	equal	weight	to	the	exclusion	of	the	bed	partner	through	the	screen	device’s	affordance	of	private	zones.		With	my	list	of	screen-based	activities	as	a	catalyst	for	discussion,	Kristina	and	Tim	proposed	several	additional	scenarios	that	were	incorporated	into	the	series	of	tasks	for	filming.	For	the	shoot,	each	task-based	scene	was	improvised	without	interruption	for	the	centre-screen	wide	shot.	Then,	for	the	close-up	shots	for	the	side	screens,	I	selected	particular	moments	for	further	filming.	These	close-up	performances	have	an	elastic	relationship	to	those	of	the	centre	screen	in	that	they	do	not	exactly	replicate	the	actions	on	the	centre	screen,	as	would	be	expected	in	conventional	camera	coverage	that	aimed	to	produce	precise	continuity	of	action	across	the	three	screens.	For	example,	in	the	sections	of	the	work	when	the	couple	is	
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asleep,	the	close-up	screens	show	small	actions	such	as	eyes	moving	rapidly	beneath	closed	eyelids,	or	subtle	shifts	in	body	position,	that	are	not	evident	in	the	full-length	shot	on	the	central	screen.	While	maintaining	the	specificity	of	a	particular	enacted	scene,	the	intent	here	is	to	also	suggest	the	ongoing	nightly	repetition	of	these	actions	as	a	repertoire	open	to	anyone	who	has	welcomed	a	screen	into	their	bed.				The	elasticity	of	the	relationship	between	the	screens	is	further	emphasised	through	the	editing	syntax.	At	points	of	sudden	change,	for	example	when	the	couple	is	woken	by	a	smartphone	alert,	the	shots	on	the	close-up	screens	are	cut	synchronously	to	foreground	this	event.	By	contrast,	where	the	intent	is	to	elongate	a	transitional	state,	for	example	as	the	couple	falls	to	sleep,	the	close-up	screens	show	actions	that	are	non-synchronously	repeated:	in	this	case	the	hands	holding	phone	and	tablet	release	these	devices	in	various	ways	and	at	different	times	across	three-shot	sequences	(figures	35	and	36).		
 
 
Figure 35. Stephen Burstow, Screening Bedtime (2018), multiscreen installation. Right screen video still. 		
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Figure 36. Stephen Burstow, Screening Bedtime (2018), multiscreen installation. Left screen video still. 	
Heat	
Screening	Bedtime	uses	imaging	of	long-wavelength	infrared	light	emitted	by	human	bodies,	with	a	wavelength	range	of	eight	to	fifteen	nanometers.2	Cameras	that	are	sensitive	to	this	spectrum	are	primarily	employed	to	detect	overheating	electrical	equipment	and	gaps	in	building	insulation.	Because	of	these	uses,	the	thermal	information	is	usually	displayed	as	a	range	of	saturated	colours	in	order	to	identify	particular	bands	of	temperature.	For	Screening	Bedtime	I	chose	to	display	the	thermal	information	in	monochrome	to	emphasise	the	subjective	experience	of	subtle	temperature	gradients	rather	than	sharp	boundaries.	Also,	because	thermal	imagery	is	less	commonly	shown	in	monochrome,	the	viewer	is	invited	to	question	its	origin:	although	at	first	glance	the	imagery	could	be	seen	as	the	negative	of	a	conventional	black-and-white	video	of	the	visible	spectrum,	closer	attention	reveals	that	an	invisible	phenomenon	is	responsible.	
                                       
2	This	spectrum	is	distinct	from	the	“near	infrared”	that	is	imaged	by	“night	vision”	video	cameras	and	goggles	using	reflected	infrared	light	that	is	just	outside	the	visible	spectrum.	Michael	Rowan-Robinson,	Night	Vision:	Exploring	the	Infrared	Universe	(Cambridge:	Cambridge	University	Press,	2013),	23.		
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Thermal	imaging	was	chosen	for	this	work	for	two	reasons:		First,	the	sensation	of	heat,	thermoception,	is	heightened	through	waking	and	sleeping	life	in	the	shared	bed.	As	a	somatic	sense,	along	with	kinaesthesia,	proprioception,	and	pain,	it	can	be	felt	both	internally	and	cutaneously.	Yet	in	a	way	analogous	to	the	sense	of	smell,	thermoception	also	extends	out	into	interpersonal	space.3	Although,	in	the	field	of	body	studies,	it	is	the	production	of	excess	heat	through	intense	exercise	that	has	been	the	primary	focus,	the	body	can	be	exquisitely	sensitive	to	the	flows	of	heat	as	it	drifts	towards	sleep:	the	warmth	of	a	bed	partner	on	a	cold	winter’s	night	or	the	humid	heat	emitted	by	a	proximate	body	on	a	stifling	summer’s	evening	is	intensified,	as	the	activation	of	other	senses	is	muted.4	And	following	the	fall	into	sleep,	heat	production	continues:	although	it	may	be	at	its	lowest	ebb	during	sleep,	the	body	continues	to	output	around	sixty	watts	of	thermal	energy	along	with	waste	respiratory	gases	and	bodily	odours.5			Second:	thermal	imaging,	used	in	combination	with	outline-enhancing	imaging	from	the	visible	spectrum,	is	able	to	portray	two	contrasting	body	schemata.	Glowing	with	warmth	through	the	sheets,	these	thermally	depicted	sleeping	bodies	appear	to	withdraw	from	the	social	world,	represented	only	by	an	autonomic	metabolic	process.	Yet	through	the	scenes	of	screen	engagement	these	glowing	figures	are	also	a	domestic	couple,	playing	out	shifting	power	dynamics	and	gender	roles.	When	they	fall	asleep	their	individual	subjectivities	(their	“characters”),	together	with	the	complex	sociality	of	their	bedtime	manoeuvrings,	remain	clinging	to	their	quiescent	bodies.			
Screening	Bedtime	presents	these	two	body	schemata,	the	somatic	and	the	social,	not	as	distinct	states,	but	rather	as	processes	in	constant	flux.	While	Chapter	5	of	this	dissertation	sought	to	identify	some	essence	of	the	state	of	sleep	to	defend	the	sleeper	from	the	depredations	of	an	always-waking	world,	Screening	Bedtime—for	
                                       
3	For	this	positioning	of	thermoception	in	the	human	sensorium	I	am	relying	on:	Jacquelyn	Allen-Collinson	and	Helen	Owton,	“Intense	Embodiment:	Senses	of	Heat	in	Women's	Running	and	Boxing,”	
Body	and	Society	21,	no.	2	(2015):	251.	4	For	a	survey	of	thermoception	in	body	studies	see:	ibid.	5	Boon	Lay	Ong,	“Warming	up	to	Heat,”	The	Senses	and	Society	7,	no.	1	(2012):	6.	
Stephen	Burstow	 	 	 The	Handheld	Image	 153	
example	through	its	extension	of	the	fall	into,	and	the	arousal	from	sleep—suggests	there	are	no	essential	states,	but	rather	constant	transitions.	Sociologist	Simon	Williams	captures	this	sense	of	the	body	in	flux	as	he	brings	the	phenomenological	tradition	to	bear	on	the	state	of	sleep:		 If	we	accept	that	this	liminal	state	is	an	embodied	state,	and	that	sleep	is	a	
bodily	transition,	then	this	in	turn	serves	to	illustrate	the	wider,	more	general	point	that	our	being-in-the-world	is	irreducibly	embodied	in	a	twofold	sense:	a	body,	that	is	to	say,	that	both	“gives	us”	a	world	but	which	also	has	the	
power	to	call,	recall	or	pull	us	back	from	that	world,	through	a	temporary	loss	of	waking	consciousness	[emphasis	in	original].6		However,	Williams	contends	that	although	we	are	in	constant	motion	to	and	from	the	world,	the	withdrawal	is	never	complete.	He	quotes	Maurice	Merleau-Ponty’s	observation	that	the	sleeper	is	“never	completely	isolated	within	himself,	never	totally	a	sleeper…	never	totally	cut	off	from	the	intersubjective	world.”7	Here	Merleau-Ponty	gestures	towards	the	experience	of	sleep	I	intend	to	portray	in	
Screening	Bedtime:	the	self,	rather	than	retreating	into	isolation,	becomes	instead	more	permeable—a	phenomenon	that	Jean-Luc	Nancy	observes	in	his	philosophical	meditation	on	sleep:		I	no	longer	properly	distinguish	myself	from	the	world	or	from	others,	from	my	own	body	or	from	my	mind,	either.	For	I	can	no	longer	hold	anything	as	an	object,	as	a	perception	or	a	thought,	without	this	very	thing	making	itself	felt	as	being	at	the	same	time	myself	and	something	other	than	myself	[emphasis	in	original].	A	simultaneity	of	what	is	one’s	own	and	not	one’s	own	occurs	as	this	distinction	falls	away.8		
                                       
6	Simon	J.	Williams,	The	Politics	of	Sleep	(Basingstoke:	Palgrave	Macmillan,	2011),	82.	7	Maurice	Merleau-Ponty,	Phenomenology	of	Perception,	trans.	Colin	Smith	(London:	Routledge	and	Kegan	Paul,	1962),	162.	8	Jean-Luc	Nancy,	The	Fall	of	Sleep,	trans.	Charlotte	Mandell	(New	York:	Fordham	University	Press,	2009),	7.	
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In	Screening	Bedtime,	the	hazy	pulsing	of	the	sleeping	bodies,	radiating	beyond	cutaneous	barriers,	visualises	this	dissolution	of	distinctions	between	self	and	world,	self	and	other:	a	permeability	that	can	also	be	glimpsed	as	the	body	falls	into	sleep	or	is	aroused	into	waking.	And	although	these	transitional	moments	were	briefly	considered	in	Chapter	5	of	this	dissertation,	Screening	Bedtime	expands	the	awareness	of	these	passages	of	permeability	when	the	body	is	open	to	the	pulse	of	the	world	and	the	bed	partner.	For	example,	the	scene	where	the	woman	is	woken	by	her	phone	continues	for	an	extended	period	as	she	oscillates	between	awareness	of	this	device	demanding	her	attention,	and	the	pull	of	her	partner’s	body	luring	her	back	to	sleep	through	the	warmth	of	his	embrace.	The	fall	into	sleep	is	also	extended	to	foreground	this	process	as	a	time	of	vulnerability	when	the	screen	devices	can	keep	the	body	buoyed	up	on	the	“infinite	sea	of	information”	(as	described	in	the	epigraph	to	this	chapter),	rather	than	allowing	it	to	sink	into	the	corporeal	diffusion	of	heat,	the	rhythms	of	the	breath	and	heartbeat,	and	the	flow	of	dreams.			This	imagery	of	transition,	of	rising	and	sinking	through	levels	of	consciousness,	also	provided	my	starting	point	for	briefing	the	composer,	Daniel	Jenatsch,	for	his	work	on	the	soundscape.	In	addition	to	evoking	somatic	processes	through	reference	to	breath	and	heartbeat,	I	proposed	a	metaphoric	approach	to	the	soundscape	with	the	geological	depths	of	sleep	rising	to	the	crisp	sparkle	of	contact	with	the	cognitive	atmosphere	of	screen	engagement.		
From	Performance	to	Installation	When	I	spoke	about	Screening	Bedtime	as	a	work	in	progress	at	a	conference	in	2016,	one	of	the	questions	following	the	presentation	was:	“But	where	is	the	sex?”	I	took	this	to	mean:	why	wasn’t	I	depicting	any	explicit	sexual	activity	in	the	work?	Perhaps	any	sexual	desire	for	the	bed	partner	had	been	vitiated	rather	than	stimulated	by	the	screen-based	pornification	of	online	imagery	(food	porn,	disaster	porn,	exercise	porn,	and	even	porn	porn)?	However,	I	outlined	an	alternative	rationale:	that	the	most	intense	physical	engagement	in	the	work	should	be	instigated	through	the	making	of	images	without	being	upstaged	by	a	scene	of	sexual	intercourse.	This	image-based	engagement	takes	place	in	a	scene	that	begins	with	the	man	taking	a	
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photograph	of	the	woman	with	his	camera-phone	while	she	is	still	asleep.	She	wakes,	and	after	he	takes	a	couple	of	additional	shots,	she	grabs	the	phone	and	stages	her	own	photo	shoot	with	him	as	the	subject.	Then,	in	a	tight	embrace,	they	roll	around	the	bed,	caught	up	in	a	frenzy	of	selfie	shooting.	The	scene	concludes	with	the	couple	scanning	through	the	images	and	presumably	uploading	several	to	a	social	media	platform.		This	scene,	beginning	as	it	does	with	a	suggestion	of	the	exploitative	imaging	of	an	unconscious	subject	and	concluding	with	the	mutual	enjoyment	of	selfie	production,	exemplifies	a	spectrum	of	gazes	and	bodily	performances	that	is	present	through	the	work	as	whole.	At	one	end	of	this	spectrum,	the	mediation	of	the	device	could	be	seen	as	reifying	this	couple’s	relationship,	filtering	the	tactile	complexity	of	body-to-body	experience	through	a	narrow	ocularcentric	obsession.	This	objectifying	gaze	is	further	reinforced	in	the	work	through	the	lo-fi	black-and-white	video	and	the	overhead	framing	of	the	centre	image	that	connote	external	surveillance,	from	the	biomedical	monitoring	of	sleep	to	the	corporate	exploitation	of	data	generated	through	the	screen	devices.	At	the	other	end	of	the	looking/performance	spectrum,	the	camera-phone	is	shown	as	a	catalyst	for	a	moment	of	release	and	uninhibited	playfulness,	as	a	technology	capable	of	enhancing	intimate	sociality.	Spread	across	this	spectrum	are	the	close-up	images	that	appear	in	the	two	side	screens.	Although	the	close	ups	of	eyes	voraciously	consuming	online	content	suggest	an	isolating	voyeurism,	the	side	screens	also	show	close	ups	of	the	two	sleeping	bodies	that	meld	through	the	diffusion	of	heat	and	breath.		The	installation	of	the	three	screens	in	Screening	Bedtime	presents	this	spectrum	of	performances	as	both	social	and	somatic:	on	one	hand,	as	intersubjective	entanglements	played	out	in	the	shared	bed;	and	on	the	other,	as	shared	somatic	experiences	of	bodies,	screens,	and	sleep.	To	support	the	reception	of	the	work	on	these	two	levels,	the	spatialising	of	the	work	draws	on	particular	uses	of	moving	image	in	theatre	and	art	installation.		
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A	specific	influence	on	the	staging	of	Screening	Bedtime	is	the	physical	theatre	work	
Highway	101	that	was	performed	at	the	Centre	Pompidou,	Paris,	in	2001.9	Before	moving	to	various	spaces	around	the	centre,	including	the	carpark	and	underground	storage	rooms,	the	production	began	in	the	foyer	as	the	audience	gathered	around	a	large	table	covered	in	sand.	As	two	performers	moved	to	the	table,	a	life-sized	video	image	of	a	man	was	projected	onto	the	sand	on	the	table.	The	man,	dressed	in	street	clothes,	appeared	to	be	lying	on	a	wooden	floor.	As	he	began	moving,	the	two	performers	standing	at	the	table	pushed	the	sand	in	response	to	his	movements,	building	up	the	sand	to	correspond	to	particular	areas	of	the	body.	As	the	performers	followed	his	movements	there	was	a	sense	of	care	and	attention	being	ministered	to	this	projected	body—for	example	as	the	face	was	cradled	in	a	performer’s	hands—but	with	the	body	always	slipping	away	from	support	and	containment:	the	sand	slipped	through	the	performer’s	fingers	and	the	face	appeared	to	vanish.	This	use	of	video	projection	presents	the	social	body,	caught	up	in	a	web	of	interactions	with	others,	in	constant	flux	with	the	somatic	through	a	depiction	of	the	vulnerable	material	existence	of	this	particular	body.		Artists	working	with	moving	image	installation	in	the	gallery	context	have	also	used	life-sized	projection	of	human	bodies	in	a	way	that	simultaneously	enacts	the	social	and	the	somatic.	For	instance,	in	Julie	Rrap’s	work	Body	Double	(2007),	the	two	figures	lying	on	the	floor,	as	life-sized	casts	of	a	particular	female	body,	invite	an	immediate	somatic	response.	But	as	the	projected	video	of	a	male	body	rolls	from	one	prone	figure	to	the	other,	the	resulting	superimposition	of	a	male	body	on	the	female	sculptural	figures	suggests	the	social	complexity	of	gender.		In	the	above	two	works	there	is	clearly	no	attempt	to	create	a	perfect	illusion	of	physical	presence	using	the	life-sized	projections.	Yet	projecting	bodies	at	this	scale—a	middle	ground	between	the	spectacle	of	the	cinema	screen	and	the	domestic	scale	of	the	video	monitor—invites	some	somatic	correspondence	between	viewer	
                                       
9	Highway	101	(2001)	was	directed	by	Meg	Stuart	for	the	Belgian	theatre	company	Meg	Stuart/Damaged	Goods	and	was	also	given	site-specific	productions	in	Brussels,	Rotterdam,	Vienna,	and	Zurich.	The	scene	under	discussion	here	was	also	staged	as	an	installation	called	sand	table.	http://www.damagedgoods.be/en/highway-101/.	
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and	projection:	if	not	empathy,	then	at	least	a	sense	of	corporeal	alignment.	In	
Screening	Bedtime,	I	am	also	inviting	this	kind	of	somatic	correspondence	through	the	scale	of	projection	on	the	central	screen.	However,	any	movement	in	a	viewer’s	reception	of	the	work	between	the	somatic	and	the	social	is	not	generated	by	interactions	with	a	sculptural	or	performance	element,	as	is	the	case	with	the	two	installations	discussed	above,	but	rather	through	the	quality	of	the	image	and	the	form	of	the	three-channel	installation.	As	discussed	earlier,	while	the	thermal	component	of	the	video	accentuates	the	heat	production	of	all	human	bodies,	the	definition	from	the	visible	spectrum	outlines	bodies	caught	up	in	the	social	dynamics	of	a	domestic	scene.	The	form	of	the	installation	then	supports	this	constant	flux	between	the	social	and	the	somatic	through	the	relationship	between	the	side	and	the	central	screens.		For	the	viewer	of	Screening	Bedtime	there	is	no	optimal	position	to	view	the	work.	As	the	central	image	is	projected	on	a	horizontal	surface	just	above	the	floor,	the	viewer	needs	to	stand	within	a	couple	of	metres	of	this	screen	to	take	in	the	detail	of	the	image;	yet,	from	this	position	the	side	screens	are	present	only	in	the	viewer’s	peripheral	vision.	This	strategy	for	encouraging	the	viewer	to	actively	navigate	the	space	of	the	work	can	be	seen	on	a	larger	scale	in	two	recent	multi-screen	works:	Isaac	Julien’s	nine-channel	video	installation	Ten	Thousand	Waves	(2010)	and	Richard	Mosse’s	six-channel	video	installation	The	Enclave	(2013).	In	both	of	these	works	the	projection	screens,	each	approximately	four	metres	wide,	are	suspended	at	irregular	angles	to	each	other	through	a	large	darkened	space.	Unlike	museum	or	gallery	displays	that	presume	a	viewer’s	sequential	engagement	with	a	series	of	images,	in	these	two	installations	there	are	no	mandated	paths	to	navigate	the	works	and	there	are	certainly	no	vantage	points	from	which	all	the	screens	can	be	viewed.	The	contents	of	the	screens	in	both	installations	also	support	this	move	away	from	premeditated	sequence	and	toward	more	random	access.	Particularly	in	The	Enclave,	long,	uninterrupted	shots	play	on	each	screen,	eschewing	any	continuity	editing,	as	if	a	conventional	edited	sequence	(wide	shot,	tracking	shot,	close	up)	has	been	distributed	across	the	screens	and	the	viewer	is	invited	to	make	their	own	ambulatory	edit	of	the	work.			
Stephen	Burstow	 	 	 The	Handheld	Image	 158	
In	spatialising	these	works,	although	both	artists	draw	on	a	wide	range	of	moving	image	traditions,	there	are	two	crucial	antecedents.	First,	in	1960s	avant-garde	theatre,	performance	art,	and	experimental	film,	there	was	the	dissolution	of	the	proscenium	arch	separation	between	the	spaces	of	performance	and	audience	reception,	through	the	move	to	bring	spectators,	performers,	and	film	projections	together	in	the	same	space.10	As	frontal	presentation	was	abandoned,	each	spectator’s	view	of	the	performance	became	increasingly	partial.	This	fragmenting	of	the	performance	spectacle	was	augmented	through	the	work	of	filmmakers	who	used	the	aesthetics	of	collage	and	assemblage	to	project	multiple	overlapping	moving	and	still	images	that	were	linked	thematically	rather	than	through	the	spatial	contiguity	used	to	create	seamless	panoramic	film	presentations.11	Secondly,	also	from	the	1960s,	artists	working	with	film	began	to	interrogate	the	relationship	of	the	virtual	spaces	of	film	representation	to	the	physical	spaces	of	screen	installation,	creating	spatial	puzzles	that	could	only	be	solved	by	moving	around	the	installation	to	view	the	various	screens.12			
                                       
10	For	example,	see	the	early	theatre/film	productions	of	Robert	Whitman	such	as	American	Moon	(1960).	For	a	discussion	of	this	work	see:	Andrew	V.	Uroskie,	Between	the	Black	Box	and	the	White	
Cube:	Expanded	Cinema	and	Postwar	Art	(Chicago:	University	of	Chicago	Press,	2014),	136.	11	See	the	work	of	Stan	VanDerBeek,	e.g.	Movie-Movies:	A	Choreography	for	Projectors	(1965).	Ibid.,	165.	Andy	Warhol	also	used	these	techniques	in	his	multi-media	events	such	as	the	Exploding	Plastic	
Inevitable	(1966).	12	Michael	Snow’s	Two	Sides	to	Every	Story	(1974)	is	a	seminal	work	in	this	tradition.	For	a	discussion	of	this	work	see	Kate	Mondloch,	Screens:	Viewing	Media	Installation	Art	(Minneapolis:	University	of	Minnesota	Press,	2010),	12–19.	
Stephen	Burstow	 	 	 The	Handheld	Image	 159	
	
Figure 37. Pierre-Louise Pierson, La Contessa Castiglione, (ca. 1863-1866), public domain, 
https://commons.wikimedia.org/w/index.php?curid=1251811/. 	Unlike	the	use	of	multiple	screens	in	Ten	Thousand	Waves	and	The	Enclave,	Screening	
Bedtime	does	not	present	its	three	screens	as	visual	elements	with	equivalent	status,	since	the	central	screen,	with	its	overhead	view	of	the	couple	in	bed,	clearly	presents	the	orientating	image.	However,	the	side	screens	do	not	only	present	ancillary	close-up	imagery.	In	addition,	through	the	isolation	and	repetition	of	particular	moments,	they	suggest	the	rituals	of	bodies	engaging	with	screens	in	bed.			This	quotidian	habitus	of	life	in	bed	with	screens	is	given	an	ocular	focus	through	the	use	of	the	elliptical	vignettes.	From	its	use	in	the	framing	of	eighteenth-century	portrait	miniatures	of	eyes,	to	the	Countess	Castiglione’s	famous	portrait,	an	ellipse	framing	the	eye	has	signified	the	action	of	looking	itself	(figure	37).13	In	Screening	
Bedtime,	through	magnifying	the	close	ups	of	eyes	in	their	elliptical	frames,	the	power	of	the	screen	devices	over	the	eye	is	foregrounded:	holding	the	eye	open	for	a	
                                       
13	For	the	action	of	looking	in	relation	to	eye	miniatures	see:	Hanneke	Grootenboer,	Treasuring	the	
Gaze:	Intimate	Vision	in	Late	Eighteenth-Century	Eye	Miniatures	(Chicago:	University	of	Chicago	Press,	2012).	
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few	more	moments	until	the	fall	into	sleep	or	prising	it	open	with	fresh,	tantalising	content.	Consequently,	the	side	screens	bring	attention	to	the	handheld	device’s	mediation	of	seeing	and	being	seen	that	informs	the	social	body	schema.	However,	these	elliptical	frames	also	present	close-up	images	of	the	sleeping	body,	connected	now	not	through	visual	representation	but	through	the	haptic,	thermal	communication	of	the	somatic	body.	In	this	way,	the	side	screens	in	the	Screening	
Bedtime	installation,	through	their	emphasis	on	the	haptic	rituals	of	screen	engagement,	constantly	reframe	the	scenes	played	out	on	the	central	screen,	between	the	social	habitus	of	life	in	bed	with	screen	devices	and	the	somatic	dissolution	of	self-presentational	boundaries	through	sleep.			
The	Spectator	Speaking	with	people	informally	about	my	research	into	bedtime	screen	use,	their	first	comments	frequently	reflect	an	awareness	of	the	public	health	issue	outlined	in	Chapter	5	of	this	thesis:	screens	as	disrupters	of	good	sleep	hygiene.	The	monitoring	of	work-related	communications	is	also	the	subject	of	guilty	confessions.	Yet,	further	conversation	often	elicits	a	wider	range	of	bedtime	screen	use.	For	instance,	one	person	spoke	about	checking	the	weather	on	her	smartphone	as	soon	as	she	wakes	in	the	morning,	not	for	her	own	location,	but	for	the	three	overseas	cities	where	her	siblings	live:	a	simple,	empathetic	ritual.	However,	popular	commentary	on	bedtime	screen	use	does	not	reflect	this	diversity,	focussing	instead	on	the	disruption	of	sleep.		I	am	therefore	assuming	that	the	spectator	will	enter	the	Screening	Bedtime	installation	with	some	cognitive	dissonance	between	awareness	of	the	potential	deleterious	effects	of	bedtime	screen	use	and	a	sense	of	the	compelling	affordances	of	these	screen	devices.	Screening	Bedtime,	unlike	a	written	text	that	discusses	these	experiences	as	socio-technological	issues,	permits	the	spectator	to	dwell	inside	this	dissonance	and	sense	its	swirling	currents.	This	possibility	is	opened	not	just	through	the	diversity	of	the	screen-related	activities	depicted,	but	through	the	installation	design,	as	discussed	earlier.	The	spectator	is	not	compelled	to	immediately	assess	their	own	behaviour	and	transform	it	into	narratives	that	are	compared	with	social	norms.	The	bed	does	not	exist	in	any	one	state.	As	in	the	
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epigraph	for	this	chapter,	it	can	be	adrift	on	a	sea	of	information.	But	simultaneously,	the	bed	may	still	provide	the	shelter	for	intimate	sociality	and	somatic	commonality.			
Postscript	The	opportunity	to	view	Screening	Bedtime	with	my	examiners,	and	other	viewers,	forms	the	basis	for	a	consideration	of	its	installation	in	relation	to	my	intentions	and	also	in	relation	to	my	other	thesis	artworks.							Viewers,	without	my	prompting,	described	being	engaged	by	the	following	aspects	of	the	work:		•	The	projection	of	the	central	image	onto	the	bed	sheet.	•	The	layout	of	the	three	screens	in	the	space	resulting	in	an	image	often	hovering	on	the	edge	of	the	viewer’s	peripheral	vision.	Some	viewers	commented	on	the	way	this	simulated	the	quotidian	experience	of	multiple	screens	being	present	in	domestic	spaces.	•	The	reflection	of	the	screen	in	the	close	ups	of	eyes,	with	the	reflection	replacing	the	eye’s	iris.		•	The	depiction	of	scenarios	familiar	from	everyday	experience,	for	example	the	use	of	screen	devices	to	exclude	the	bed	partner.	•	The	quality	of	the	image.	Some	viewers	compared	the	image	to	early	black	and	white	experimental	film	and	video,	while	others	wondered	if	the	image	was	an	animation	rather	than	a	recording	of	live	action	performance.	Only	a	few	viewers	recognised	the	use	of	thermal	imaging.		In	relation	to	my	intentions	for	the	work,	viewers’	responses	indicated	that	the	intended	tension	between	the	physical	and	the	virtual	was	a	common	experience.	The	projection	at	1:1	scale	on	the	bed	sheet	conjured	up	a	somatic	response	that	was	inflected	by	the	screen	mediation	of	the	side	screens,	for	example	through	the	shots	of	eyes	with	screen	reflections.	The	artifice	inherent	in	the	low	resolution,	low	frame	rate	video	also	proved	not	to	be	a	barrier	to	an	empathetic	recognition	of	experiences	from	the	viewer’s	own	life.	In	fact,	one	viewer	suggested	that	she	was	
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more	able	to	engage	with	the	couple	depicted	on	the	central	screen	because	the	performers’	faces	were	only	vaguely	outlined,	suggesting	that	this	level	of	abstraction	opened	the	performances	up	to	greater,	rather	than	lesser	identification.	Also,	the	way	viewers	moved	in	the	space,	being	able	to	navigate	their	way	around	the	central	bed	screen,	while	shifting	attention	occasionally	to	the	side	screens,	indicated	that	the	overall	screen	layout	achieved	its	intention	of	encouraging	engagement	without	offering	a	single,	ideal	vantage	point	for	viewing	the	work.	A	question	for	further	consideration	is	whether	didactic	text	for	any	future	installation	of	the	work	should	refer	to	the	use	of	thermal	imaging	in	the	work.		Viewers	did	not	spontaneously	mention	the	sound	design,	however	this	was	a	topic	I	discussed	with	my	examiners	who	commented	on	the	way	the	sound	supported	the	emotional,	narrative	quality	of	the	work.	My	own	assessment	of	the	sound	design	has	to	be	in	the	context	of	the	evolution	of	the	track	over	the	four	iterations	that	the	sound	designer	produced	during	our	six-month	collaboration.	Initially	I	was	imagining	the	sound	track	without	mimetic	sounds	of	bodies	but	in	the	final	version	the	sounds	of	breathing	were	included,	although	used	more	like	musical	elements	rather	than	as	synchronous,	naturalistic	effects.	The	major	percussive	rhythm	that	accompanies	scenes	of	greater	physical	arousal	also	connoted	a	heartbeat	for	some	viewers.	However,	the	final	track	also	includes	sounds	that	are	not	mimetic	but	analogous	to	bodily	processes:	high	percussive	sounds	for	cognitive	arousal	and	the	sound	of	waves	washing	over	a	shoreline	to	connote	core	somatic	functions.	This	hybrid	approach	remains	coherent	and	supports	both	the	emotional	fluctuations	of	the	narrative	as	well	as	the	non-symbolic	processes	of	the	sleeping	body.		Finally,	I	want	to	broaden	this	assessment	of	Screening	Bedtime	by	considering	viewers’	embodied	engagement	across	all	three	of	my	thesis	artworks	in	relation	to	their	installation	designs.	As	described	in	Chapter	2	of	this	dissertation,	the	interactive	screen	based	technology	used	for	the	Looking	installation	had	the	unintended	consequence	of	bringing	viewers’	attention	to	the	interface	technology	itself.	By	comparison,	I	believe	that	the	simple	player	interface	employed	for	Little	
Pictures,	a	physical	play	button,	was	more	successful	in	that	it	facilitated	the	screening	experience	without	introducing	distracting	side	effects.	The	use	of	the	
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small,	fabric	viewing	booth	for	Little	Pictures	also	consolidated	the	embodied	experience	of	the	viewer	with	the	screen	imagery.			With	the	production	of	the	Screening	Bedtime	installation,	however,	I	felt	the	need	to	change	my	approach	to	installation	if	I	was	hoping	to	further	emancipate	the	spectator,	as	described	in	the	Introduction	to	this	dissertation.	Although	with	
Looking	I	was	attempting	to	empower	the	viewer	to	make	choices	about	the	order	in	which	to	view	scenes,	the	interfaces	required	viewers	to	stand	at	an	iPad	control	screen	to	play	the	scenes.	The	viewing	booth	used	for	Little	Pictures,	although	successful	in	reinforcing	a	sense	of	spatial	intimacy,	was	also	highly	determining	of	the	viewer’s	position	to	view	the	work.	By	contrast,	with	Screening	Bedtime,	I	wanted	to	open	up	the	space	so	viewers	could	move	around	the	central	bed	screen,	enabling	them	to	view	the	work	from	any	vantage	point	in	the	room.	The	relinquishing	of	attempted	spatial	control	over	the	viewer,	while	still	valuing	their	engagement	with	the	work,	was	the	crucial	balancing	act	I	was	hoping	to	achieve.	During	the	exhibition	this	intention	bore	fruit	as	some	viewers	pursued	a	mobile	investigation,	while	others	took	up	a	single	viewing	position.	There	was	space	for	small	groups	to	experience	the	work	socially,	while	other	viewers	engaged	with	the	work	individually.	For	my	final	thesis	artwork	this	freeing-up	of	spatial	options	for	viewers	became	the	crucial	development.		
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Conclusion	
In	this	dissertation,	my	thesis	artworks	have	functioned	not	only	as	independent	contributions	to	the	dissertation’s	themes,	but	also	as	test	beds	for	its	arguments.	As	concentrators	of	diverse	phenomena,	these	artworks	are	fictional	while	also	being	actual.	They	challenge	airy	abstractions.	They	momentarily	suspend	hermeneutics,	so	that	the	tensions	and	instabilities	in	particular	situations,	such	as	the	bedtime	use	of	screen	devices,	can	be	savoured	rather	than	suppressed	in	the	rush	to	judgement.	Consequently,	in	this	conclusion,	I	begin	by	summarising	the	specific	contributions	made	by	the	published	and	submitted-for-publication	articles	in	Chapters	1,	3	and	5,	before	turning	to	the	alternating	chapters	to	consider	how	my	artworks	have	extended,	modified,	and	exemplified	the	arguments	and	overarching	themes	of	this	thesis.		
Overview	of	Key	Contributions	The	Chapter	1	essay	on	moving	image	portraiture	makes	three	distinctive	contributions	to	the	study	of	this	genre.			First,	through	its	study	of	the	SBS	Face	IDs,	the	article	makes	the	boundaries	of	an	artworld	genre	permeable	to	the	wider	world	of	screen-reliant	portraiture.	Broadcast	in	the	early	2000s,	the	Face	IDs	anticipated	the	expansion	of	everyday	subjects	presenting	themselves	to	the	camera:	from	the	pioneering	webcam-based	lifeloggers	of	the	late	1990s,	to	the	millions	of	YouTube	video	bloggers	a	decade	later.	The	Face	IDs,	through	the	institutional	processes	of	commissioning	and	audience	research,	provide	a	specific	documented	field	for	studying	the	moving	image	portraiture	of	everyday	subjects.			Second,	by	understanding	screen-based	portrait	performances	as	arising	through	the	interrelated	demands	of	artists	(or	television	producers),	subjects,	and	viewers,	the	article	establishes	a	methodology	to	compare	seemingly	disparate	works.	Using	this	framework,	the	performances	in	these	works	are	understood	through	the	moment-
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by-moment	extension	of	performance	in	response	to	these	demands,	rather	than	through	their	diverse	forms	and	durations.	In	this	way,	the	performances	in	Thomas	Struth’s	one-hour	portraits,	the	three-minute	Andy	Warhol	Screen	Tests,	and	the	ten-second	SBS	IDs	are	placed	in	a	comparative	relationship.	The	analysis	of	these	works	proposes	the	importance	of	improvised	uncertainty	and	the	somatic	struggles	of	the	subject’s	body	in	meeting	the	artist’s	demands.	The	foregrounding	of	these	transitory	moments	leads	to	a	key	claim	of	this	article:	that	underlying	any	formulation	of	character	or	identity,	the	presence	of	these	portrait	subjects	becomes	palpable	in	the	fleeting	affective	engagements	with	their	own	bodily	states	or	with	some	unknown	stimuli	beyond	the	frame.		Third,	the	importance	of	celebrity	and	global	culture	industries	in	the	formation	of	a	demotic	subject’s	screen	performance	is	addressed	through	a	study	of	portrait	series	and	multi-channel	installations	where	individual	expression	and	personal	desire	destabilise	these	cultural	regimes.			The	second	published	article,	forming	Chapter	3	of	this	dissertation,	challenges	prevailing	assumptions	relating	to	the	image	cultures	of	both	the	nineteenth-century	carte	de	visite	and	the	twenty-first-century	digital	image.	This	article	makes	contributions	to	this	field	of	study	in	three	ways.		First,	the	article	undertakes	a	significant	survey	of	the	scholarship	on	the	carte	de	visite,	demonstrating	a	shift	in	scholarly	attention	from	a	focus	on	image	production	to	the	practices	of	image	reception	and	curation.	This	survey	brings	to	attention	recent	feminist	scholarship	that	argues	for	the	agency	and	creativity	of	the	bourgeois	and	upper-class	women	who	were	the	primary	curators	of	nineteenth-century	albums	and	who	also	participated	actively	in	the	culture	of	the	photographic	portrait	studios	and	the	album-based	social	rituals	of	the	domestic	parlour.		Second,	my	study	of	forty	carte	de	visite	albums	from	three	Australian	public	collections,	challenges	prevailing	interpretations	of	the	organisation	of	carte	de	visite	albums.	Although	many	of	the	surveyed	albums	demonstrate	the	importance	of	family	ties,	a	significant	proportion	of	the	albums	are	not	structured	around	the	
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building	of	dynastic	histories,	but	rather	evidence	a	diversity	of	organisation.	However,	this	article	also	disputes	the	usual	explanation	for	this	curatorial	diversity	as	simply	arising	from	personal	taste,	instead	pointing	to	the	precedent	of	the	sentiment	album	whose	organisation	evolved	in	response	to	social	occasions.			Third,	this	analysis	of	the	organisation	of	carte	de	visite	albums	being	driven	by	quotidian	social	exchanges,	rather	than	the	building	of	dynastic	archives,	provides	a	vantage	point	from	which	to	interrogate	the	mnemonic	affordances	of	users’	images	on	the	Facebook	platform.	This	study	is	the	first	scholarly	examination	of	Facebook’s	sidelining	of	its	chronological,	mnemonic	database	feature,	Timeline,	through	the	introduction	of	the	nostalgically-framed,	animated	compilations	of	users’	images	based	on	the	anniversaries	of	Facebook	events	and	relationships.			The	third	article	written	for	publication	appears	as	Chapter	5.	This	article,	which	is	under	review	by	the	journal	Visual	Studies,	seeks	an	understanding	of	sleeping	and	waking	life	in	bed	in	relation	to	the	use	of	handheld	screen	devices.	It	charts	the	way	in	which	the	bedtime	use	of	these	devices	has	come	to	public	attention	through	the	involvement	of	this	practice	in	the	construction	of	two	contemporary	crises	of	sleep:	sleep	science’s	crisis	of	chronic	sleep	deprivation	and	the	wider	cultural	crisis	of	the	invasion	of	sleep	by	fast	capitalism.			The	primary	intervention	of	this	article	in	these	two	discourses	is	through	the	works	of	visual	art	that	are	employed	to	gain	insights	into	the	two	related	understandings	of	sleep:	one	concerned	with	individual	sleep	self-regulation	and	the	other	with	the	corporeal	commonality	of	sleep.	These	artworks,	together	with	insights	from	the	work	of	Jean-Luc	Nancy	and	Gilles	Deleuze,	are	then	used	to	reconfigure	the	sleeping	body	beyond	the	bounds	of	disciplinary	regimes	and	permit	a	reassessment	of	the	affective	potential	of	sleep.	Works	of	digital	media	art,	together	with	ethnographic	and	cultural	studies	on	the	use	of	mobile	devices,	are	then	employed	to	tease	out	the	entanglement	of	these	screen	devices	with	waking	and	sleeping	bedroom	life.	An	ontology	of	sleep	as	a	pre-individual	affective	state	is	proposed	as	an	alternative	basis	for	resisting	the	appropriation	of	sleep	by	the	always-waking	world	accessed	through	the	use	of	smartphones	and	tablets.		
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Exegesis	of	the	Artworks	Moving	now	to	the	three	dissertation	chapters	based	on	my	three	thesis	artworks:	these	chapters	function	in	two	different	ways	in	relation	to	the	above	published,	or	in-review	chapters.	Chapters	2	and	6,	based	on	my	artworks	Looking	and	Screening	
Bedtime,	directly	extend	the	research	and	arguments	of	the	preceding	chapters,	while	Chapter	4,	based	on	my	artwork	Little	Pictures,	conducts	related,	but	distinct,	research	into	sixteenth-century	portrait	miniatures.		Chapter	2,	centred	on	my	artwork	Looking,	continues	the	exploration	of	the	three	themes	set	out	in	the	preceding	chapter	that	considers	the	genre	of	moving	image	portraiture:	the	presence	of	the	screen	subject,	the	ontology	of	the	screen,	and	the	nature	of	the	intersubjective	screen-reliant	gaze.	Just	as	Chapter	1	considered	portraiture	from	the	wider	world	of	visual	culture	with	the	SBS	Face	IDs,	Chapter	2	brings	a	study	of	the	YouTube	genre	of	the	whisper	video	to	bear	on	these	themes.	The	evocation	of	a	highly	specific	physical	relationship	between	screen	performer	and	viewer	in	these	videos	provides	evidence	of	the	way	everyday	video	bloggers	are	experimenting	with	their	presence	in	relation	to	the	camera,	the	frame	and	the	screen.			Based	on	the	study	of	this	online	genre,	together	with	insights	from	moving	image	portraiture,	my	artwork	Looking	refuses	to	essentialise	the	contemporary	screen-based	experience	as	inhering	in	any	one	particular	state	and	instead	portrays	the	screen	variously	as	barrier,	window,	and	mirror.	Instantiating	these	screen	metaphors	as	performances	enables	the	viewer	to	feel	the	virtual	space	of	viewership	transform	from	one	scene	to	the	next:	the	viewer	is	alternately	welcomed,	excluded,	surveilled,	ignored,	or	given	an	ideal	vantage	point	from	which	to	conduct	their	own	surveillance.	Just	as	the	viewer	can	feel	their	own	presence	expand	and	diminish,	these	scenes	also	provide	a	test	bed	for	sensing	the	presence	of	the	screen	subject:	is	he	more	present	when	he	dominates,	when	he	surveils,	or	when	he	withdraws	from	the	viewer	entirely	into	his	own	world?	As	the	exegesis	of	these	scenes	in	Chapter	2	proposes	that	presence	can	be	most	acutely	felt	in	moments	of	transition,	the	chapter	points	to	the	viewer’s	experience	of	constant	shifts	of	register	
Stephen	Burstow	 	 	 The	Handheld	Image	 168	
and	the	extreme	temporality	of	screen	performance,	as	crucial	qualities	of	contemporary	screen-based	visual	culture.			Chapter	6,	as	an	exegesis	of	my	artwork	Screening	Bedtime,	also	takes	up	a	dyadic	relationship	to	its	preceding	chapter	by	developing	further	insights	into	the	entanglement	of	screen	devices	with	life	in	bed.	As	with	my	artwork	Looking,	the	improvisatory	approach	to	the	making	of	performances	for	the	work	opens	the	thesis	up	to	the	provocative	contributions	of	the	collaborating	performers.	These	performances	are	clearly	not	behavioural	data	as	understood	by	social	science,	but	as	concrete	actions	they	have	challenged	my	initial	concepts.	In	the	case	of	Screening	
Bedtime,	these	performances,	depicted	through	the	imaging	of	body	heat	as	well	as	of	the	visible	spectrum,	present	the	somatic	body	and	the	social	body	in	constant	flux.	Consequently,	the	work	refines	the	position	of	Chapter	5	of	this	dissertation	that	sought	to	identify	some	essence	of	the	state	of	sleep	as	a	bulwark	against	24/7	screen	engagement.	Instead,	Screening	Bedtime	suggests	there	are	no	essential	states,	but	rather	constant	transitions.	The	depiction	of	heat	emanating	from	sleeping	bodies	in	this	work	also	expands	the	understanding	of	thermoception	within	body	studies,	as	work	in	this	field	on	somatic	communication	through	body	heat	has	focussed	on	the	excess	heat	produced	in	sport	and	exercise.			Moving	to	Chapter	4,	this	chapter	also	considers	a	thesis	artwork,	Little	Pictures,	but	in	this	case	in	relation	to	historical	research	on	Queen	Elizabeth	I’s	collection	of	portrait	miniatures	and	so	constitutes	a	second	historical	vantage	point	on	the	handheld	image,	together	with	Chapter	3	on	the	carte	de	visite.	These	chapters,	in	particular,	provide	alternate	historical	depictions	of	the	tension	between	control	and	circulation—	a	tension	that	is	much	discussed	in	relation	to	twenty-first-century	digital	images.			The	account	of	Elizabeth	I’s	portrait	miniatures	that	forms	the	basis	of	my	artwork	
Little	Pictures,	takes	place	in	a	world	in	which	a	monarch’s	control	of	images	was	a	crucial	part	of	her	authority.	This	control	extended	from	the	commissioning	and	display	of	painted	portraits	to	her	depiction,	even	if	allegorical,	in	courtly	masque	performances.	The	portrait	miniature,	however,	brings	the	image	into	the	domain	of	
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gift	culture.	Here	the	miniature	can	become	powerful,	not	through	ongoing	ownership	and	control	of	display,	but	through	instigating	a	reciprocal,	hopefully	beneficial	response	to	the	portrait	as	gift.	In	the	story	of	Elizabeth	I’s	portrait	miniatures,	this	potential	gift	exchange	is	given	added	potency	through	the	ambivalent	status	of	Elizabeth’s	court	favourite,	the	Earl	of	Leicester,	as	Elizabeth	had	promised	to	give	him	up	for	marriage	to	Mary,	Queen	of	Scots,	in	order	to	prevent	Mary’s	potential	liaison	with	a	Catholic	monarch.	The	portrait	miniature	of	Leicester,	held	in	ambassador	Melville’s	hand,	for	a	moment	takes	on	the	ambivalent	potential	of	its	“original,”	as	the	gifting	of	the	portrait	to	Mary	could	have	signalled	Elizabeth’s	willingness	to	give	up	the	man	himself.	The	return	of	the	portrait	to	Elizabeth	tilts	this	teetering	moment	from	circulation	back	to	ongoing	control.			Once	a	portrait	miniature	was	exchanged,	absolute	control	of	the	interpretive	context	was	relinquished.	However,	as	these	portraits	were	unique	objects,	addressed	to	particular	recipients	within	the	highly	defined	culture	of	gift	exchange,	this	context	was	substantially	constrained.	By	contrast,	in	the	world	of	the	nineteenth-century	carte	de	visite,	new	interpretative	contexts	multiplied,	not	only	through	the	wide	circulation	of	these	mass-produced	images,	but	through	their	standardised	format:	in	albums,	celebrity	cartes—from	Queen	Victoria	to	boxing	champions—rubbed	shoulders	with	portraits	of	loved	ones	and	cartes	of	family	pets.	However,	as	proposed	in	Chapter	3	on	the	carte	de	visite	and	Chapter	4	on	the	portrait	miniature,	this	diversity	of	new	interpretive	contexts	did	not	result	in	the	dissipation	of	the	image’s	aura.	Rather,	the	circulation	of	cartes	multiplied	the	aura	through	the	affordance	of	new,	dispersed	mnemonic	rituals.	Chapter	4,	in	response	to	the	twenty-first-century	image	track	of	my	artwork	Little	Pictures,	then	extends	this	analysis	to	the	performances	that	accompany	the	face-to-face	sharing	of	images	on	handheld	screens.	These	co-located	social	encounters	summon	up	all	the	mnemonic	affordances	of	smartphone	technologies,	networked	image	libraries,	and	social	media	platforms.	Yet,	regardless	of	the	templating	of	mnemonic	ritual	through	the	image	compilations	offered	by	social	media	platforms,	there	is	always	the	potential	for	face-to-face	sharing	of	images	to	side	step	such	constraints,	for	example,	as	the	act	of	casually	browsing	through	images	on	a	friend’s	smartphone	leads	to	unforeseen	social	consequences.	
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Bringing	the	analysis	of	these	historical	instances	of	the	handheld	image	to	bear	on	the	dissemination	of	twenty-first-century	digital	images,	this	dissertation	critiques	the	concept	of	circulationism	(that	an	image	gains	strength	simply	in	proportion	to	its	circulation);	rather	proposing	that	the	potency	of	an	image	is	generated	by	the	contestation	of	meaning	and	memory,	through	the	struggle	between	circulation	and	control.			The	tension	between	image	control	and	circulation	is	paralleled	in	this	thesis	by	a	related	dynamic:	the	relationship	of	the	physical	presence	of	the	co-located	other	to	the	virtual	presence	of	the	represented	other.	In	responding	to	this	dynamic,	the	three	thesis	artworks	respond	to	the	physical	and	the	virtual,	not	as	essential	states,	but	rather	as	transitory	modes	of	perception:			•	In	Looking,	when	the	screen	becomes	a	window,	the	detailed	intensity	of	the	performer’s	gaze	dissolves	the	screen	and	entreats	the	viewer	to	imagine	an	actual	space.	Moments	later,	as	the	screen	becomes	a	mirror,	the	virtuality	of	the	screen	is	paramount,	with	the	performer’s	every	action	responding	to	the	screen’s	fabulation	of	his	avatar.			•	In	Little	Pictures,	the	tactility	of	the	screen	devices,	emerging	from	their	translucent	carapaces,	gives	way	to	an	awareness	of	ephemeral,	networked	images	that	exist	essentially	in	no	one	place	or	form.			•	In	Screening	Bedtime,	the	smartphone	that	is	used	to	exclude	the	physical	presence	of	the	bed	partner,	suddenly	becomes	the	conduit	for	intense	physical	engagement	through	its	use	in	the	selfie	shoot.			Specifically,	in	Little	Pictures	and	Screening	Bedtime	the	seductive	tangibility	of	images	on	handheld	screen	devices	does	not	support	a	dystopic	triumph	of	the	virtual	over	the	physical:	although	both	artworks	depict	screen	devices	being	used	to	exclude	or	control	the	co-present	other,	these	devices	are	equally	shown	enabling	and	intensifying	intimate	face-to-face	encounters.	These	artworks	do	not	attempt	to	rank	the	physical	and	virtual,	rather	they	foreground	the	movement	between	these	
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states,	as	the	image	becomes	tactile	or	as	the	body	escapes	its	physical	bounds	through	representation.	These	artworks	support	the	wider	entreaty	of	this	thesis	for	a	recalibration	of	perception	that	seeks	out	presence	(whether	face-to-face	or	as	mediated	through	the	image)	in	fleeting	moments	of	arrival	and	withdrawal,	through	the	touch	of	a	glance	that	vanishes	just	as	it	is	felt.		
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Appendix	1:	Virtually	Pop	Exhibition	Catalogue	Excerpt	
	
	
 	
Stephen 
Burstow 
Looking
2015
Screen based installation
Nicholas Hope, performer
Simeon Bryan, cinematographer
People on screens
As public anxiety deepens over the shifting 
boundary between public and private, discourses 
on screen images of people have congealed 
obstinately around notions of narcissism, 
voyeurism and surveillance. Looking seeks to 
open up the field of enquiry through offering the 
viewer a diverse sampler of gazes and glances.
What Looking is not about
A singular story, a coherent character.
What is the screen?
Looking brings attention to the screen and its 
frame. The scenes offer the viewer multiple ways 
of considering the screen: as a window onto 
a world; as a mirror for the self; as a (possibly 
flawed) simulacrum.
 
Foregrounding the viewer
As viewers, intersubjective looking fills our 
perceptual field. Finding a way to interrogate our 
viewership is tricky business. Video art has used 
various strategies including live video of viewers 
themselves incorporated into the work. Looking 
takes the approach of implying the presence 
of the viewer through the screen subject’s 
performances. 
Screens, scenes and the space between
Two collections of scenes randomly accessed at 
two video player stations. The taxonomy of these 
two sets of scenes is based on the impulse to 
look: is it primary or reactive? The two screens 
create a looking zone, a space where viewers 
can engage with one scene at a time or move 
into comparative mode and consider the gazes 
bouncing between screens. 
Performance
The performances were developed through task-
based improvisation. The performer, Nicholas 
Hope, began his screen career with the role of 
Bubby in Rolf de Heer’s Bad Boy Bubby (1993). 
He has continued to investigate the physicality 
of performance through screen and theatre 
acting and directing, and also through research 
that led to a PhD in Performance Studies 
(University of Sydney).
Credits
Performer         
Nicholas Hope
Cinematographer   
Simeon Bryan
Camera Assistant   
Katie MacQueen
Studio           
Canal Road Film Centre 
Stephen Burstow is an artist and producer and 
director of film, television and online media relating 
to the performing and visual arts.
As a producer/director with the Australian 
Broadcasting Corporation between 1985 and 2008, 
he directed a range of performance projects that 
were commissioned especially for the screen.  
As a freelance producer/director since 2009 he  
has worked with the Studio arts channel and also 
created an online/live dance project for the Sydney 
Opera House that launched their YouTube channel 
and was a featured event in the 2009 and 2010 
Spring Dance Festivals.
He is currently a PhD candidate at the University  
of Sydney, Sydney College of the Arts.
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Appendix	2:	Little	Pictures:	Summary	of	Viewers’	Responses	
On	14	October,	2015,	one	week	into	the	exhibition	of	Little	Pictures,	the	“Collective	Club,”	a	student-led	postgraduate	group	at	Sydney	College	of	the	Arts,	staged	a	“silent	crit.”	of	the	work	and	approximately	twenty	students	attended.	The	format	for	this	session	required	participants	to	offer	comments	on	the	work	before	I	was	given	an	opportunity	to	respond.	The	following	summarises	and	discusses	these	comments.		Video	component	Four	participants	commented	on	the	video	component	of	the	work:	one	participant	noted	a	parallel	with	the	use	of	still	images	in	Chris	Marker’s	film	La	Jetée	(1962),	a	second	was	surprised	not	to	see	some	historical	visual	reference	but	enjoyed	the	contemporary	imagery,	while	two	other	participants	proposed	that	the	opening	text	on	screen	should	be	dropped.	I	interpreted	the	latter	comment	as	indicating	that	this	use	of	text	is	associated	with	documentary	film,	rather	than	with	installation	art.	Also	implied	by	this	critique	is	the	art-world	practice	of	quarantining	informative	text	to	wall	texts,	catalogues,	websites,	or	audio	guides.	My	response	was	that	the	use	of	text	on	screen	positions	the	work	in	relation	to	a	historical	event	from	the	Elizabethan	era,	providing	a	minimal,	but	important	orientation	that	I	don’t	believe	impinges	on	the	openness	of	the	work.	However,	for	any	future	installations	of	this	work	I	would	consider	providing	additional	historical	background	information	to	viewers	via	a	website	referenced	in	the	wall	text.		Triggering	of	video	replay	One	participant	proposed	that	the	video	replay	should	have	been	triggered	by	a	motion	sensor	so	the	video	played	as	the	viewer	entered	the	booth.	However,	several	other	participants	were	engaged	by	the	affordance	of	choice	in	playing	the	video.	I	researched	motion	sensing	as	a	triggering	technology	as	part	of	the	development	of	the	work	and	it	became	clear	that	it	would	only	be	viable	if	access	to	the	booth	was	restricted	to	one	viewer	at	a	time.	In	summary,	this	simple	player	interface	was	largely	successful.				
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Booth	installation	For	one	participant,	the	booth	remained	an	enigmatic	sculptural	installation	as	they	didn’t	realise	it	was	possible	to	enter.	Another	participant	felt	uncomfortable	being	in	the	booth	with	another	person	and	left	before	the	video	finished	playing.	Some	participants	compared	the	containment	of	the	screen	devices	in	their	cloth	bags	with	the	containment	of	viewers	by	the	fabric	booth,	while	another	compared	the	booth	fabric	to	the	curtaining	of	a	four-poster	bed.	Comment	was	made	on	the	silhouettes	of	other	viewers	in	the	booth	becoming	an	explicit	part	of	the	work:	this	was	a	serendipitous	effect	I	hadn’t	anticipated.	In	summary,	the	participants’	responses	indicated	that	the	scale	of	the	booth	and	the	choice	of	fabric	was	successful	in	realising	my	intentions	of	creating	an	intimate	viewing	space	that	would	entice	viewers	through	its	translucency.		
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Appendix	3:	Catalogue	of	Works	Presented	for	Examination	
Looking	(2015)	This	multiscreen	interactive	installation	was	shown	at	Massey	University’s	College	of	Creative	Arts,	29	June	to	1	July	2015,	as	part	of	the	exhibition	Virtually	Pop.	
 
Little	Pictures	(2015)	This	screen	installation	was	exhibited	in	the	Sydney	College	of	the	Arts	Galleries,	7	to	31	October	2015,	as	part	of	the	Graduate	School	Gallery	program.			
Screening	Bedtime	(2018)	This	multiscreen	installation	was	exhibited	at	the	Sydney	College	of	the	Arts	Galleries,	February	2018.		
